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PREFACE 
ABS'l'RACT 
This study is concerned with the ways in which linguistic texts 
combine with music to form song, essentially an art of relationship. 
It argues that the relationship has never been a very stable 
one outside folk song, and traces the development of the relationship 
in English song from the appearance of the first English maarigals 
in 1588 to the death of G F Hanael in 1759. The different sorts 
of relationship during this period are discussed in detail, 
with particular attention being paid to the sort of lyric poetry 
that is most suitable for musical setting. The conclusion is 
reached that, in the art of setting a poem to music, the late 
Elizabethan masters, Thomas Campion and John DO~lland, were supreme 
in the period under discussion. After them, the aevelopment 
of a new system of tonality and of denser textures of accoml~niment 
resultea in music's assumption of a more and more Dominant role 
in the relationship, to the neglect and detriment of poetic 
text. 
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PROCEDURAL NO'rES 
1 The system of referencing used in the text is the Harvard 
System, giving the author's name, year of publication, 
and, if necessary, the page referred to. For fu rther biblio-
graphical information, the Bibliography should be consulted. 
2 All references in the text to Primary Sources have the 
year of publication printed in bold, e.g. (Yeats, 1950, 
36); works referred to in or d inary type, e.g. (Boas, 1955), 
can be found among the Secondary Sources in the Bibliography. 
3 All Shakespeare quotations have been taken from The Riverside 
Shakespeare. And all Ben Jonson quotations have been taken 
from the edition of C H Herford & Percy & Evelyn Simpson. 
4 The holaings of South African libraries in English music 
before Handel are meag re, with the consequence that I have 
not always been able to make reference to recent scholarly 
editions of the music. This is regretted . 
Umtata 
St Cecilia's Day 1984 
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SONG: A RELATIONSHIP 
The English words "~ charm" an d "enchant" have a set ot lin kea 
etymo logies throuSl French ana Latin, incluain g wor es sucn as 
chanson, chanter, carmen, canere, cantare. uther de ri vatives 
in English, li ke "chnnt ll, "canta ta ll an d "c antor ll are inclined 
to be usea in more learneo or technical context s; "c n ar m" ana 
"encil ant", pernaps COInlL1oner, have shea tneir histories so rar 
t hat tn ey are no longer comwonly associatec \'iit. song ane.; singiil'J 
but r ather with mag ic or se d uction or with a combination o f 
seouct io n a.o magic . out il: we t ake lin g uistic history as a 
l:l irr or or cultur e , we can see a remarkable re f lection of all 
Cl,:) e -ol a association betweer. song , ana b y metono,lY all music, 
ana t he a i onys i a n, a r ecur r en t tneme ot tne social history of 
music . £~traorQina ry powe r s , far beyonu r ational ex p lanation , 
have been attrluuteci to mllsic. 'I'he c<'< pacity to soot Ie a fret t Lil 
c ' lil a is th o @ilaest or these; mus ic ha s ' een useu to lilstil 
I, artial courace, to lull supenaarKct Shoppe r s inco an aCll uisi t i ve 
stu p or, to tr a in touch- ty~ ists, to inauce reli g iou s fervour, 
to incr ease in a ustri a l product ivity , an a t o stimula te sexual 
cesire . It has been c affi ne u at various ti , es as a hincrance to 
bi i oU5 Govotien, as a aange rous encourageme m: to licentious beh viour, 
Dn~ as an inhibition to rational thought . Yet it s urvives its 
det r aceo r s : During t he Secona (·orlo Ivar tne DB C chQuv ini s ticaily 
ba nned th e music of lagner , but the dr itish 8th Army a lJ p ro p riateo 
c: GerJila n song , "Lili ·larlene ", making i t virtually a signature 
tune . 
'l' l1e ten Ci ency of the music of a song to assi i",lilate t i1C linguistic 
. eaninss , emotion and significance or it s text can be seen so,'"evlhat 
Bim~l istically as a triuruph or Dionysus over Apollo . Cer t a inLY 
D good sons is somethin g a i terent froJil, ana someth ing more 
than it s te x t; ana c e rt ainly the " l a ngu a ge ot mus ic" i s less 
ae notative chan i s human s~eech. Thi s stUGY is concer neu with 
ell e stran g e rel at ionshi p bebveen text, more pa rticul u rly )Coeti<.: 
text, an u mus i c . Song is , in fact , that relationshif- , althougn 
tne assUl.If-tion t ha t tne .usic.: i s prir,.ary has leu hlany a COll1l11ent ... tor 
to treat song si 1-,11' as iJart of music • . ny SUCil stUdy P.1US t concern 
i tseli: with a numbe r of yuest l ons t hat are , i n one sense , hiS111y 
t leor etical: \~hat sor t at comnunication i s song'? hOH is i t mace? I'lhal: 
sort at ex"e r ienc.:e i s it to pertorn. a song? wllat sort of eJ(pe ri ence 
to hear a song? what trans to rmation s are wrought in the natur e 
of lin~u i stic e X2erienc.:e anG of musical eape rience in song? Gut 
the appr oacli taken here towards sucn c; uest i ons \~ill be to eXl~iore 
them in relation to a partic.:ul a r til!\e ana a partic.:ular plac.:e: ti1e 
stuoy wi ll focus analytical attention on the p erioa ot t:nglisil 
1.lusical a na i i terary history bet\'leen tne rise 0 ' the IHizabetlwn 
ladrigal anu the cieat of lienry Purcell . ,'Ie snall return to 
thiu cnoice , ana the re asons whic.:h gove r n i t , but I want [irst 
to try very or i ely to place the u i scuss i on in some sort OE 
anthropological ana cultural perspective . 
'l'he n.etapl1or that J.1Usic ana l i teratu r e are or i g inal contracting 
Ii.embers ot a r elationSflilo' is an analyt1 ca1 conv enience , reilect ing 
a con a ition of Buropean cultur e since the Kenaissance . The face 
coat one can analyse song into its lite r ry aid it " rnu s ic.:a l 
cOu1b,one nts , a n a then analyse eacil o · tnese , h.Ust noc ue ass ulueu 
to be eviaence ot a liaison or tllo esta lished arc onila sor.;el-lnere 
in h i story . Fo r song is one or the I.IOSt priii i t i ve - usin g the 
vlo r c i n i ts tecllni cal antiHolo'ological sense - at all hlan's aestnetl C 
activities . In a sem i nal stuJy, Primitive Art, ~ranz Boas cla i ms , 
The only k i na of mus i c that is of un i versal occurrence 
is sony; ano the source or mus i c must theretore be 
sought here . US:':', 340) 
He namec son g anu story as t he t wo bas i c forres o f literacu re , 
auaing that song is much tne older (ibid, 3Ul) . Poetry divorced 
t rOll. song , he claimea , i s a l ess j,.<rilll itive ar t l:or I and i nvariaiJly 
(.Ievelops later; wi thout music , ther et ore, poetry cannot oeveloj,J . \'Ihat 
we know a t the devel opment or fol ' sons in Euro~e, ana oi the 
activities anc in f luence or minstre l s woulo seem to conrirQ 
LOBS's conJect ure . The patcern re iJea c s itse l r : mi nstrels ~r e ccae 
liome r - i ndeed Horae r r,lay nave Deen u. " rou p or mi ns tr els ( see , 
e . g ., F i nne<jan , 1 ':1 77 , 5/j - 6U ) . By t ne ti me a soci ety p r oll uc es 
a uante or a Chaucer there r.ms~ alreaoy be u su b stantial l?o e~ic 
lite r - t ure in th e i o r oL at sons . 
But why shoulD song f'recede poet ry? Jot iJecuuse til e linguistic 
cOnllPnent i s insi,:)n i iicant . Sons i s ),ie rnaps ULan I s earliest attel,lpt 
at o nco l og ical ex~lor at ion, an a it ne eos l anguage . The Bs ki l.U 
hunter sus t a ins his s~ irit s a 0 cele b rate s hi s il l in song; 
i:leoriaeall wo .. en Sing r.r ournrully oi love a nu De '· th; i\fricon ca ttl e-
he ro s s ins ot tne ir cattle anu or th e wea t her; conv ict labour 
~anss sing ~heir harusni~s a nu i nJust ice; iootball tans celebrate 
the ir tri oa l loyaltie s in son~ . At work a nL i n p l a y , i n ur b n 
comm uniti es ano in rur al , alone ancl i n g r o ul's, raen, wouen ane, 
chilc.ren sing a great ran ge or human p re a icarJen t s ana el,lO tion s . 'l'he 
univ e r sal a ;peal OJ: song i s no doubt connecteo with t he ' ccess ilJility 
or it s means : a single vo i ce w i ll sufrice , inaoor s or out , ill 
li gh t o r i n Clark , ana , short of e ;,trehle physical e}:e r t i on , song 
may ac ccmpa ny a 0 even ass ist other a ctiviti e s. ~ ut why song 
r a tner t han poetry? Poss i b l y because mus i cal r iythlJS a r e rao r e 
i ns i stent than lingu i btic rby thi 5 ; i t is ce rtai nl y Q ve r y conl. on 
teatu r e OE song that it s mus ical r ny thms pre Dom inate ove r ana 
ass i ilate it s linguistic . Probably then, the c o , bination ot 
r hythm a na meloay assists memor y , anu ai os tn e or a l p re se rvation 
of til e p o e . It is commo n eXjJe ri ence that one learns the \-i Or ClS 
o a sons without consciou B e~tort . Then again , we ca n observe 
that cnilaren show a rema rka bl e skill a~ prouuci ng new l.l 11u to pica l 
te x ts to f&vo urite o~o tunes . Thi s suggest s t nat a t une OEt erS 
a rin" irmnewo r K i n t o wn ic l nm'; p oetr y may be cast . I t i s all 
a i whicn poe ts a s itt erellt as Jon so n, Bur ns , Bl aKe allL Yea tb 
have not scorneu . 
Gut I believ e t her is a deej,:er r eabon ior ~he pril.lucy ot song . Boab 
bas ooserved ( ibid , 3Ul), 
In si 'IF I e r cuI tur a l torr"s t he wusic ot l anguc.ge alone 
60es not see~ to be f elt as all art i stic eX f res s ion, 
wil i le iixeu r ily t llf>lS that are sung occur everYllUere . 
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Literature e mploys materi a ls far lao r e i ntimately COHlli-.on t nu n 
tnose at any other art tor r.:. Lans;uage i s a co"mmon human :[unctiol1, 
so COlomon that l C i s taken as .UCh t or ~r a rltea as walk ing . But 
i t i s iI, tac\: a basic def i n i ng enaracteristic or homo sapiens. It 
lS a com Lont-:'l a ce at ma e r n 1insuistics tna t language is iunoamentally 
creative. Allaost every sentence we utter is or i ginal , anu yet 
to co m unicate , it . USt be constra i nea witnin a v e r y CO In l, l ex 
,HiD aehlanoi ny set o r rul es . '1'he enormous va rie t y ot linguist ic 
r ules , features , l evels ant:. funct i ons a ri oros cOlls i ae r Cl ble Ojj1-o r-
tunity evel~ to t he COlilmon user in eve r yu ay situations to exe r c ise 
creative c hoie even lJeyo[;Q tn e norw, or usage . There a r e universa lly 
f'of>u l a r acts o t linguistic j:>l ay : ",uns , alliterations, i ncong ruou s 
colloca1:i on5 ana t h e l il,e . In sueh play lies a tun amental iill",ulse 
towa ras literat ure: it ha rnesses the patte r ns alreauy use0 in 
langua ge to ma --e yet oerler pat-terns . E'urbler stejJs tOI-lar a s literary 
art coula io rmalise t he superi l.ljJose a patte r ns, estaDl i sh in S 
all eloLjuent contlic;!: or pa tterns . but t hlS contlict alviays t h r eatens 
t,e orain r y connr,un icativ e tUllction ot l a nguage . n ",oe tr y , 
I1,ean i nlj may be eI~tenuecl ana cor.1 pOUnUell ever;, to i:; re aj\.ing POili'C. Or,e 
Vlay OJ: l ooking at t he ){omantic mover,\en1: i n poetry- i s a s a n asser t iOl, 
at connotation over aenet tion . 'l'he l{oH,antic tJ r eoccul-'a tion 11i1:h 
tne s\-;eetness or unhea r c Ine lo ci i es su rv1ves ; and poets lil<.e 1:,;a i til 
::; i twell, Dylan 'rhOi:laS ant. E E CUltil" lngs s e eI.l orten to be r eaci1ing 
thr ough their a ural sens uality ror a s i <;n i1:icance behin c linguistic 
mean i ng , a s i I tley l ongea ior a lan g ua g e Wit II0Ut aellotat i on , 
a "l angua g e 'T such as music tendS to be . It is thiL aange rou s 
u i s junction t nat I believ," sons lrlolilries. Song ri1:ua lises l anguage , 
tnus hlak i ng tile ais)unct i oll be tween ·che fam iliar and tbe ae s thet i c 
clea r er ana more ac;ceptClDle . 
At this po int, t he a r g uillent r eturns to tlle Of 'Pos ition betwe e n 
Di o nysus ana AjJo ll o . It has been suggesteu , on the on e harlu , 
that the assi:cJ il a t i on or: l a nguage i nto son g c a n be seen a s a 
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tri um{-il of Di onysus over 1'.20110; on t le other til t that ass i milat i on 
a ll eviates t he tnr ea t of t he irr a ti onal - tile Di onys i an - i n 
l anguage . 'i'he contraoiction i s only at-jJa r enl: , tor the clai " 
i s nOl: t hat t he ir r at ionu l in l an':!uase i s r emoveo i n sons , bUl: 
that il: s t breat is oilLl i n i sheu . Certainly l an Cju uge uoes contain 
irr at i ona l elemellts , ana it c an be maue to serv e al: tne tehl~le 
ot Dionysus . uen serv i ce i s ~rotoun d l y oisorientin g , ~e rha jJs 
because it casts aoubts on ti1e r a tionai vallO i ty ot any linguistic 
di scours e . Consec:;uently, it seems easier to a ccejJt song as sOhle thin s, 
beyona r a l:i onality t il to acce jJt ~urely lio9Ui t i c li te r ature . A 
s },'l enaia exar,lple can be touna i n the l i s tor1' ot Uea umarcha i s ' 
lay , Le Nariage de Figaro, f ir st banneo a na l ater neav ily censorea 
by t h e Ancien Regime in France on the grouna that it was aanse r o u s l y 
subve r s iv e 0 " soci a l or c e r . 'i'r ans:Lor llie u by tll e genius ot tlo zart 
ano o f Lorenzo c a Pont e ilil: o the o p er a , Le Nozze d i Fi g aro, 
tne soci al comment was more jJroicun d , more ch a lleng ins ana mor e 
i s tur b in g , anu yet no gove rn nent telt threa te neu enou g h t o 
Da n i t . Early i n th i s c elltu r y , hOI/ eve r , a stanoa rc- il l. sto r y 0:[ 
[,Iu s i c sou ght to ai ssociatE: t he ,usic 0.: that olJer a , an o at Don 
Giova nni , fr om t "leir h: e an i ':)S wi th a r ev eai i ns p i ece ot oricieal 
nonsense (St a nfor d ane Porsyth , l~~~ , ~~ 3 ): 
It is no sl,:all tribute to t n· " rU stic !?urity oi Hozart 's 
I/or l, thaI: biD J;-'lays wh i cil , i ll the n anc..s at a les 
r E:r i ned a na high - mi n d eo composer , mi ght have been 
loa oe i mpo ssi ole , becalle so clarifieo an~ eleva te a 
in his , tilat no lrs Grunoy c o ula fin a it il her he rt 
to ~rotesl: against a ba r or them. 
It i s not simjJly tne Cju a l. nt jJruoery of t h is re;,la r k t hat rilakes 
it interestins , but the r ac t t ha t Sir Charles St a nt o r d , frieno 
or l.lr a n Ll s anu Car,\bri age P r oiesso r , coula so t ar i gnore t he IILeanint, 
of the wo r KS wh il e acknowleug in g th e ir g r eatness . ~he mus i c 
iunctions ana i s lovea a t a level beyon lingu i stic meanirlY . ~r s 
~rulay mi ght not protest a t a sinsle bar , bu t eve r y scene inc..ict s 
the se x ual ex~lo i tat i on u 0 r wh icn Grunoy i sm tlourishes . te 
nave here one or the f un aamen t a l p r ob l ems ot song : how ca n we 
CJ.l--pr ec i ate a s ong wi thOUt: an al.--pr eciation or its text? 'i' e ptl rasin\j 
01' th e q uestion i mplie s tile a uti10r ' s answ e r , but i "e shoulu be 
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noted thqt a great deal of song is performed before an audience 
that does not comprehend the linguistic message involved, either 
8ecause the message is lost in the music or because it is in 
a language foreign to the audience. This state of affairs, lik~ 
so much eise in song, is a consequence of cultural history. 
Let us look at a simple example of what is involved in the relation-
ship between text and music. John Bunyan's famous Pilgrim's 
hymn has been set to a splendid tune adapted by Ralph Vaughan 
Williams frow a traditional melody. The tune matches the forthr isht-
ness of Bunyan's language. However, in The English Hymnal and 
some other hymnbooks Bunyan's vigorous poem has been emenced 
without apology, the text being attributed to "J Bunyan, 1628-88, 
and others" (Dearmer, 1933, 546). Tne abuse is strange, since 
Vaughan Williams, a great admirer of Bunyan, and as we shall 
see a careful matcher of text ana music, was the original musical 
editor of The English Hymnal! 
'rhe tune and the two versions follow, Bunyan's original (Bunyan, 
1965, 354) on the left. • 
Who would true valour see 
Let him come hither; 
One here will constant be, 
Come wind, come weather. 
There's no discouragement, 
Shall make him once relent, 
His first avowed intent 
To be a pilgrim. 
Who so beset him round, 
with dismal stories, 
Do but themselves confound; 
His strength the more is. 
No lion can him fright, 
He'll with a giant fight, 
But he will have a right, 
To be a pilgrim. 
Hobgoblin nor foul fiend 
Can daunt his spirit; 
He knows he at the end 
Shall life inherit. 
Then fancies flyaway, 
He'll fear not what men say, 
He'll labour night and day, 
To be a pilgrim. 
He who would valiant be 
'Gainst all disaster, 
Let him in constancy 
Follow the Master. 
There's no discouragement 
Shall make him once relent 
His first avowed intent, 
To be a pilgrim. 
Who so beset him round 
With dismal stories, 
Do but themselves confound; 
His strength the more is. 
No foes shall stay his might, 
Though he with giants fight: 
He will make good his right 
To be a pilgrim. 
Since, Lord, thou dost defend 
Us with thy Spirit 
We know we at the end 
Shall life inherit. 
Then fancies flee away! 
I'll fear not what men say, 
I'll labour night and day 
To be a pilgrim. 
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Vaughan Williams used Bunyan's careful rhythmic parallels between 
the first pair of lines and the second pair in each stanza to 
repeat the musical phrase. Bunyan's syntax supports this; The 
English Hymnal version cuts across it. The contrast is the stronger 
since, in the second half of the stanza, the lines are not paired, 
but lead on to the climactic last line, a syntactic and semantic 
pattern reinforced by the triple rhyme. In the tune, the phrase 
allocated to lines 7 and 8 answers its predecessor; and the 
triple rhyme ~s accommodated by the dotted minims of its first 
two instances, but they run on into the upbeat of the next line. The 
infelic~ty ot "'Gainst all disaster" deserves no comment, unless 
it is a particularly subtle preparation for the disaster of 
the powerful emphasis placed by the tune on the last syllable 
of "constancy". The tune moves in an easy four-in-a-bar measure, 
so that Bunyan's fairly regular metric ictuses fallon the odd 
beats of the bar. The two minims of the third bar, which are 
repeated in the seventh, provide the only variation to this 
pa t t e r n . \lith Dunyan's Horas the variation i s runctional, because 
it pe rL.its t oe displaceloent of stress i n the seCOlld line: "Let 
hir.. ... ", a aet t touc I , "'\1) la5i5in", the challenge to the witness . At 
the same ti 8e , the mo r e r eg ularl y str e sseL fourth line , ana 
t e cor r esponding lines i n subse~uent st nzas are not ais r uptea , 
ana careful slnging will place the emfhas i s accUrate l Y. This 
"reedolil of stress oes nat \York i ll the tourth line or The English 
Hymnal version, with its resounoi ng false emphasis , "ro .•• 1101'1". 
eernaps the rea SOll is that in G~nyan the secona minim or the 
pair an a t ile fOllowin g crotcil tall t 11 on separate woras . It 
is i nterestins that t e crucial last line of every stanz a , \,hose 
melOdY echoes t hat of the seconu anu fourtn li nes , is Ivritten 
i n crotchet s throu ghout, perm i tting no ambivalence or v a ri a tiun 
of e npilasis . 'r he powerrul concre te ii<lage of l.lunyan's firth llne 
i n tue se conu sta Iza is reintorcec i.Jy the splenctiu assonance 
i n the text aitu tne h i gher t ess itur a ot the me lOdy , a, eitect 
The English Hymnal aestroys . The English Hymnal lilis - matc "1 is 
an i nstance ot a tyv ical pattern i n hyfu boo s, ana only a con<,re-
gatioll i mmune to tne meanins or: the t ext coul e. enaure it. 
The usie for this silJple exam~le has been aiseuusca only at 
tile lev e l 0:[ IJe loay . The underpinnin y p roviaeD 0] a Dowlanu 
lute part , or by a Bach ostinato expanas tne e .~r e5sive r a ISe 
ot son s tremendously . 'l'ile interl'le uving or th e vocal line wit 1 
t l e str in9 ostinato in t he tenor cnorale, "~ ion hllrt uie wilcnter 
s inSE!n", or Bach's Cantata no. IdJ, ''lachet auf, is a "a rit OUU 
e xa mple . In Schuoert's son'Js the pi I,U aSSlll'teS an even lilore 
pervasive anu ),'ror.linent i)ar t in t he whole e:tiect . f>ccomr-anir.lent, 
a 10 a ost 0" other reatures , or: er ccn e SOll~ -I;riter the opJ,A)rtunity 
to exploit tne expressiveness 0 ' tn e harr"onic oil.lension ot usic , 
another matter tn Lt has noe y e t been CO ffi ldenteu on . ~or over 
hymns a re sung in bloc l,ea iwrraonies; 1'0lYt'hony enormously COI,IF-licate s 
Ute relations lil- betl,een t e llt a nu mus ic anu olJscures or o[)l iterates 
ma ny 0:[ tilE! most ir<lf'ortant features ot ",oetry . 
'l'i1!? r elat ionsh ik' oetVleen te t anu mus ic has b e en aiscusseu by 
several cr i tics i n t: e r l.l s or var i ous mar i t:ai metalAlor" (s ee bt:eVE:nS , 
1 9~b ), of tell without irony . 'l'he relationshi L) rlas beerl a part i cuiariy 
tense Olle, eacn meniber g ir c il19 at til~es ag~inst the rest ra int s 
o t relationship ana seeking inuepenoence . ~v en whel! strain is 
not a~par ent , one mewber tenas t:o oomina t:e . In Classicai tildes 
iiter ture r ea cheu c. far greater aesree o t so;,;histication t lCill 
oia lus ie , anu enJoyec a oominance until t he de velo",we n t: in 
t:u ro pe ot j:.,olyphony . ' ut \ ith til e s pe ctacular ueVei0i'i.ten Sl.nce 
the Renaissanc e at the r es ources oi ex~ r ess iv elless in m~s ~c , 
it has aeen the text tha t has haC! to struggle r'or au quate recoy -
n i t i on . 'The point:, tn en , of th e hist:o r ico.l a i Ll ension 01: tnis 
stuoy is to an ly se ana account tor the shitting patt:erns o~ 
uom ination a uring t b at pe rioa ot aeveio ;l'tent i n !n USl.C . 'thes e 
sniftin,; i?at terns ot uo,lina tion are r ao icaliy a ' fect:e i.Jy cnanges 
Doth ill t:he I n'0ua s; c OJ: poetry anl! i n the resources ot expressivellcs:; 
OJ: 1,1U s ic . 'l'rte pc r ioo 0 1: Eng 1 i Sll ],IU si cai an 0 1 it e r a r y hi st 0 ry 
c Jos e n t or stuuy saw a nost rema r Kabl e se t 0 tr a nstonLLution ' ; 
notwithstanDing t he suusequent oeveio p. ent ot the reso~rce s 
ot han ,ony ana ILlusicBl t e;..ture , ali the gr eat ~~ rol.lleh!s ot sone; 
are a~parent in some torD aurin g our perioo . The ma in tne tte s 
lie have r.lent ioneu - ble o<,1>osi tion betw ee n ApOllO lian ane; Diol'lysia I 
mooes or ex~ression, ana the t en uency or either text or ~usio 
to dom inG: te - mClnil:est t er.lsel ves a~c. i ns1.:. r al-'io cnange in socicil 
at titu aes tovaras them an~ aSdinst a set 01 Qr a ~at ic changes 
ill tne language or ~oetry ana in tn e "la guage " ot I ~ usic . 
'i\<}o vital i'role gor'tena to the p erioa stUelY constitute chaf'ters 
t: wo an o t Iree . First, an examination ot tne to r. dl re sources , 
part icul a rly tne j,lhonetic resource s , oi tbe ~ngiish language 
as it i s useo in poet:ry . It ],lay see,,, surjJrising that 110 corresl,ionc.ino,J 
C;( laination ot 'ehe J:crmal r ... sources OJ: hl u s ic , .. elooy , han ony 
anu r ho tnlJ , is u ae rt a~en. Howeve r , most: ot tne c ri t: ical literacure 
on sony i s the work ot ld usici ans , a G shows a fa ir desree OJ: 
sOl;-'nist ica tion i n rl!usical anal:ibis . Per!lal-'s because 'Cne :tunud.I,lental 
It! 
means 01: literature ar e such common human property , acyuaintance 
vlith tnem i s ta~en ror "ran-eo . b ut ther e i s no wnrrant tor 
this: the analytica.L linguistic knowleuge 01' the average eoucateu 
Idan i 3 a set:. of superstitions. Af.1.ong tne IlIOSt pervasive of tnebe 
is ti1e Deliet that the worLl is th e tunc:.amental unit or lan guage; 
anotller is tile Delier: tha.t meaniuss illnere i n the .... Jores r atner 
than i n tl1eir i tricate nen;or :- of syntactic anu semant i c relation-
silii-'s . It is signi1:icanc: tiwc: t wo or t h e most i mportant r igures 
ill tilis stuay, Purcell a nd hanael, are renowneu tor their 11 wora -
v a i nt in g " CliJilities . One or tne contentions o t tillS stuay is 
that it i s precisely tileir woru-~a intin9 t hat so orten betrays 
tile literary intetjrity 01: tne~r te;(ts. It Wil.L al r eil oy be a_~rent 
t hat the convention().i uicilo'Co.,::/ ot song into ''\ .. :ords a n(1 mus ic 11 
has beell stuaiou s l y avoi o eu nere. A COllccrn for Ilworus 'l is no t 
a ll a ~ equate conc e rn fer literature, and t he ter m "text'l will 
be useD tllrou gh out f or the lin y ui st ic component ot song. Only 
wnere t/ora s alone ar e Ullder aiscussion will that te r m be used; 
eAce pt , ala s , where other schol a r s are quo te u! 'rhe seconu tJro-
l egomenon to tn e historica l stUDY is a glance at th~ relationshi~ 
01' te~t ana music in folk s o ng . Folk song unuer p i ns all otllcr 
vocal !\I usic. In the tOrIl< o t lull",0y ano nursery rhy r,le it is, 
tor .any a t us, our ea.rlies"C e}.,tJerience at music . E'olK son g 
is the bea-roc k ot experience ana 0 common sense irl the union 
o t music an6 literature. Part of th e success 0 The Beggar's 
Opera (1720) is attributa ble to th e reminDer it contains 0 
"Cilis Iiict , with i t s pa rooies OJ: b rOllue oLJera: th e t loria vocal 
l ine s , trle t"tuous lyrics, t h e thill lolots, the neroics. 
An i rn~ortant f,reh1 i se or the whol e s'C.udy emerges here. I'lan~l stuuies 
of tnc relationshi lJ that is song contine t 'lemsclves to a lJarticular 
sort lii vuca l music: art-song, fo r l.n~t.'-t!lce . t-~'h ile tn~s lil:tita t ion 
is a useful analytical conveni e nce, it will not suit our purposes . 
II/he t e r ms IIS011 S " an d " V OC u.l Elus ic:" are us e a here more or .l ess 
int e rctj~'lllg eably , ror this stUDY i s concernec wit ' ; the IVllole 
:c.robleltl 01: r elC<.t ilJ Cj te i."C. to music, wnetl1er tile t e;.t. ~s CllarItt 
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or poem or liturgy or drama. Wagner may very well have been 
right in seeing opera as the most complex and sophisticated 
of human aesthetic expressions, but its Dionysian charm is part 
of the same continuum as a lullaby. As Edward T Cone puts it, 
If every song is to a certain extent a little opera, 
every opera is no less an expanded song. (1974, 21) 
Opera cannot be excluded here, although only Dido and Aeneas 
is to receive detailed examination. 
Our historical survey of English song begins Ln chapter four 
with the English Reformation. The reason is apparent in a trenchant 
observation about that movement by John Stevens: 
It was ••• part of an intellectual revolution manifested 
in an intense concern with words, and above all, with 
God's words as revealed in Holy Scripture ••• One of 
the most striking effects of the intellectual revolution 
(ot which the Reformation Ln the Church was part cause, 
part effect) was to enhance the status not merely 
of the Bible but of language as such. (1979, 7~-76, 
emphasis Stevens's) 
In a cultural milieau in which language is paramount, song falls 
sooner or later under suspicion because of its Dionysian associa-
tions. Thus we find repeated complaints by religious reformers 
that church music is far too ornate in character, and that the 
message of the text is being obscured by the sensualities of 
the music. Hus, Wyclif, Savonarola, Erasmus, Cranmer and Queen 
Elizabeth I all condemned the tendency. Erasmus, for example: 
Modern church music is so constructed that the congregation 
cannot hear one distinct word. The choristers themselves 
do not understand what they are singing, yet according 
to the priests and monks it constitutes the whole 
of religion. Why will they not listen to St Paul? In 
college or monastery it is still the same: music, 
nothing but music. There was no music in St Paul's 
time. Words were then pronounced plainly. Words nowadays 
mean nothing •••• If they want music let ' them sing 
psalms like rational beings, and not too many of these. 
(quoted in both Robertson and Stevens, 1963, 43 and 
Le Huray, 1978, 11) 
Or Cranmer: 
The song that shall be made for the English service 
would not be full of notes, but, as near as maybe, 
' or ever syllable a riote , so that i t uay be sun g 
u i stinct l y alit.! devoutly . (Let t er t o King Henry ViII , 
1 544 , yuoteu by Pat ti son , 1~7U , U41 
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Sucn re.o i bta ncc to the Dionysian i n mus ic: has a long anu contl nui ng 
Iii story i n the Chur cn . b ut the mus ici ans have ii na Lit OJ: asse rting 
the ir art . Two TUGor cOla~o s e rs , J 01" Taverne r ana Christo~her 
'l'ye wr ote l'u ro uy masses basec on the pOJ,) ular love song , "IJestron 
wynce when wi ll t nOl! bloll? " ~here i s a g r ea t trau i t i on ben i no 
t oe in geni ou s o r gani st lance hearu respono to a hel l- t ir e sermon 
wi th a lu ~ubrio us i .~rov i seo iuyue on 
o du l i e ue r Augustin 
alles i st h i n ! 
~ l i ~abethan c ultu r e pa i o omag e to bot ll h p cllo anu uio nysus , 
t or alnb i valen c e was a vit~ l pa r t o i i ts c.ar a cter . When its 
churCI mus i c was be in g es t abl ishe o , the aOlninat in g t i gu r e was 
iilli ahl By re" a recu sant Ca t nolic . \Ihen its verna CU l a r li ter-te r e 
burs t i nto selt- asser tive i:;l oom, Of!"' OJ: i t s most J:.>o~lerful il1J: l uence s 
I, as Petrcl r c n . An a when i ts ldusic lil.ler a tea i tsell: fr ol.l cnur eh 
2atronage , it was oy ~e~ns OJ: tne l.lad ri g&l , a io r lL im •. ortea 
t r om It ly via tne Low Coun t ri es , wn i cn oweu a grea t aea ~ to 
the Petrarchan conventions . The L l i~abetha ll ,aa riyal i s the 
SUb j ect Ot tIle J: i r: t h cllB vter . In cn lJter si ,; , tne lu te sons , 
n asse rti on 01.: a ii10re native tr"'Clition , i s Ge a lt \vit n , ana 
\ve see, es peci a ll y i n tne \'lork or: 'llhomas Ca l~1 1.J ion , a COllcerr! 
lV ith t e i ssue o · d OI'l inat i on . Ee r e ano i n the :':ollo", i ny cl1" ",te r, 
tnat on CavalIer bong, tne nature of EI IZ Bl.letnan ana ear l y Sev~n­
tee tl1 Century l y riC 1'0et r y i s a maJor i ssu e . I , tn e ~i;,teent ri 
Cen tur y , lyric po ets kne w that ~ rl ere wa£ a ~OGOiDill CY ~h a ~ 
tileir ~;o r ' ,i ght be use o tor song , 0.1 t hougb John ~ t evens (l 'J7::J 
and 19tiZl has de mon s t r " te u t nat It i s no t tr e tn a t tIle ir l y r I C 
poe try wa s inva ri a ~ ly writt e n for hlUS 1 C . Th conv e rsational 
rhythms o r Sk e lton an a of soru e oi I' yact 's l y ric J: rom ea r ly 
i E t he Century \je r e reviveo ac the enG or the Century by Snal·:e spea r e 
ana Donne . T ese r ny t nms we r e not a mena bl e to sons s e ttillY , 
wh e r eas someth in g like " It was a lev e r ano his la s ", wh i ch 
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obviously was written to be sung, was written in a definite 
and artful convention. 
The changes in poetic fashion ~n the early Seventeenth Century 
coincide with changes in harmonic structure in English music. The 
development of sti10 recitativo was determined by the search 
for a more stable tonal system. With few exceptions, the accompani-
ments to Cavalier songs are pallid, merely providing a harmonic 
underpinning for the melody. In mid-century, the trauma of the 
Civil War and the Commonwealth experiment make a fundamental 
break in stylistic continuity. After the Restoration a disjunction 
is apparent between music and good poetry. As chapter eight 
demonstrates, virtually the only texts set by Henry Purcell 
that can be read without embarrassment are the bibl~cal and 
liturgical texts, prose texts, in other words, of his anthems. Nahum 
Tate would surely have been deservedly forgotten if he had not 
authored some of our most popular hymns and many of the texts 
set by Purcell. Dryden wrote some appalling verse for Purcell; 
King Arthur is typical, where patriotic warriors are found, 
Honour pr iz ing, 
Death despising, 
Fame acquiring, 
By expiring. (1958, 567) 
The remarkable gifts of Purcell flourished in an England, and 
more particularly in a court, in which French and Italian manners 
and dress and music and language were much admired. Dryden himself 
excused "our uncouth numbers" in his preface to Albion and Albanius 
(1685) by declaring the unfitness of English as a singing language 
(1912, 175-182). The early death of Purcell, the arrival in 
London of George Frideric Handel, and the accession of the Elector 
of Hanover to the English throne left English music, not least 
English vocal music, under an overwhelming foreign presence. 
Chapter nine looks briefly at the consequences of this accident. For 
nearly two centuries thereafter English music laboured under 
a sense of innate inferiority to Continental. The revival of 
English song at the enG or the ihneteer.tb Century , anu the rel&tion-
S11i s bet\;'cen Enslisn El usic an<.A t:ngl l sh poetr)' i n t e tl'wen1:ietil 
are mate rial for anotner bOOK . ~te~nen Gani i elu maK es a s tart 
on tni s ir, his Sensibility and English Song: Critical Studies 
of the Early Twentieth Century (1~ b4 ). \,e close our st uuy wit 
a glance beyonG tne Ei gnteencll Ce ntury . 
"ne Rom ntic r,Icvel,Ient , II hic h ralls outside t he [.<e ri ou lie have 
C1l0sen , nev e rtnel ess c ~s tb a r etros ectiv lisht or wilicn tne 
stude n t 0 tn e earlier l'e riou cannot hell-' oe i ng awa r e . '.\, 0 inter -
ue " en ue nt r eat ures o t tni s lisht co n cer ll u s here: ii s t , tile 
e elarea attitu aes to son g or COffi"GSe rS &nG ~oet s since Purcell' s 
ti hl e , anu seconuly til e e;;ilinl,le ot Genr.iln Lieder, mor pa rticul a rly , 
th e 1V0r K Or S chubert . Iinat links tn el:t is trlB light thrown lly 
bClluuerL ' s 1'c cLise 0111:0 tbe na Lure or the rel at ionsh i l-' . 
COD[.<oser s have t a en ma ny Girt e r e n t attituaes to th e t e xts t h ey 
ilav useu r or VOCdl r.,us ic, a nu sor.:e lave een l,\en or acute 1.it:e r ar1 
sensibil ity wn il e othe rs have not: . Ye t voc a l music i s vital 
..-a rt oi t:lle re",crtoirE' antJ it i ~ i ti icult t o t lir.k or an lhi.Ort~nt 
composer who n<lS no t aken i t: seriously . ~ome , lik e bchu uert, 
h ave been a u l e to cieriv e 9 eat i nsl,ir a t iGll a li 'e 1' r o1.1 g r ea t 
~ o e t ry a nc tro ., wort:hless uo gs er e l , sha~ i ng dny te xt to th e 
L e et;S OJ.: t lle ir Elusic . Otll e rb, liK e Brlt-cel'1 , have uiSt;l Cl}' eU a 
~owe rtul literary d iscriMinatio n , yet h a ve still SOUg il t to t iL 
t Ole text, by viol e nce i1: necessary, into a musical . at: ri l .. A 
rew , \!oli dnu <·in:.,;i ior clwHl[.<le, nav e a<'l' r oacii ec.. ver y c a retully 
ch osen t exts with £r eat care tor l,oe cic irlceg ri ty ant hav e souyn ~ 
t o tit: th e <us ic to tl e poe! .• r ather than t he other way rou n t.. . Un 
t: ne other hana , maJ o r ~oe t s o · tile ldst t:hre e c ellt urie s nave 
.show n littl e ent ~ usiasn·, ror l:J rovi ins son g texts . De cause 0 1 
the ci'lanses \'Ie s:nall be e"LJiorins , l yo.c l'0etry s~ nce ttl Sevent ee ,t:l'l 
Centur y has meant "son~ - like" poet ry , not: [.<oetry ror s i ny ing ; 
our i nlj tIlE' salli e l)er iou, a "ia ns u. s e or lr.usic ll l - S been cr~a t u , 
as Deryck Cooke (l ~:, ~ ) bas de];lOnstrateu, t hat can clahl irldepenuence 
1:0 
01: natural l&nguc:.':le, anCl th t is inclineu co aominate any text 
useu w1.th it. As sensitive nu Iltcr ~n:e a COTdl ... oser uS Sir r"lic.:ha e l 
~ippett has said (197u, 4G~I , 
"s soon as we s i ng a ny poetry to a reco gn i sable hle100y 
we IldVO at that i nstant left th e a r t of po e try tor 
the art ot I"usic . 
II [r ile art 0 Jlusi<;tf, says rl1ir'pett , not 'Ct1e r t at Gone; . He aCtuS 
that chanteu recitation ot p oe try permit s the l i stener to s traill 
. Lte r tile bJoe1r. , but lIonce th e cnantill~ bas gone over l.nto song , 
then our a]Jpreciation or the \Vorus v irt ually ceases" (ibidl. I i 
l.t i s clear t!l bl:. no t a .ll sonCj wri t ers WOUl. C! asre ""Jir.n 'i'i£:.tfJett , 
ic is also ti l-' :tia r ent t lC:lt the struggle ot th e text aSain st: t otal 
GO ill a tion riy th e ~us i c is real ell0 ug ll. Th e caution - to p ut 
i t at i ts r,! i laest:. - or: so many l;oets a bout baving cneir lJoetrl' 
se -c to r~lus ic. UIHl oubteoly sbJr In~s t r OLi tb e convictiol tnat tn ey 
nave , in vir i ting Cl po e 1, spent a grea-c deal or crar:tsruansni p 
on II musicul II eJ: t ect; tn a t th0 poe:;!! i s , in ito so unu patt:erns , 
as i otne r re s pects , seli - cOIltaineo . ~tanto r ~ r e cognisea this . 
'i'he secret OJ: t he ha r n,ony ot ['1'eunyson 's1 verse lay 
i r. tlis incolll!'il r able ear ior the Juxtaposition OJ: vowel s 
an a tile e;~act suit.:ability ot eaCH COl1 b On an l.: . '1111i& 
~a kes ic uifticult to set his ]Jocms aaequately to 
n~ usi(.. 11he Tllusic is so in tJo rn in t ne p08t ry itsel.( 
that i t Does no t as ' for notes to mil k e inc01.Lfl. e teneSB 
co 1. . .. 1 ete , anu filusic..: is set: to ~ t ra"Cll e r Lor e:. lH.:l1 tional 
i l lustr a tion tllan trom inne r ent necessity . (Studies 
and Hemories, 1~O b , quot e u by La n:':ielc , 1 97<;, S,ll 
~uc h a conception or ~o e try w s r ar e b c io r e tne Seventeell t n 
Century . It i s Cl iunctioI! o r: a n illc r easin~ s!-",ecialisatioll or 
~ r oress iona l s kills a f te r tne Rella lssa llce . Yea ts's ex~eril .. eIl c ~ 
iI, r eci tint; h 1: 5 poetry to Ilar p a no Url1i" a ccor.it,animent: may be 
seen a s a~bivalellt ev iucnce oi i nOe1)e nOe nce ~ Music~ arls in t he 
'twentieth Century 11ave e4'er imenteu \~ i til th e use 01 Sprechstimme, 
tne s poken v oice with ml1sic , an~ Dei tor Villa- Lo~o . luaue not a 01e 
use or: t e }~tles s l"iuil.an voic0 in his Bachianas Brasileiras. 
l.t lea t t\"/o g r ea t i_,oets hav e gon e out oi tn e ir \HXi' to t-,ra ls e 
Iilinor compose r s tor their song settings: biltorl ~a iG triou te 
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to he nry Lawe s f.s lItLt ne f ul anu 'viell measur 1 ci sons H in a t amous 
s onnet (editon, 1966, 174) ; and Goethe pra is ea Carl Friedrich 
ZeIt e r's song settings at the e x~ ense of Schubere's (Stein, 
1962). Why? Surely because Lmles's airs fo r Comus, and ;-;el t er's 
settinys 01.: Goetb e lyr icB CliG no violenc e , in t h e f.'oets I vie\vs, 
to the essent ial s truc t ures of ehe texts. Given the t e rms in 
\Ioich he ~raise a Lawes, it i s i ncollceivable that . ilton woula 
nave approved Sandel's settings of L'Allegro an d II Pensecoso 
au ,e livel< Ions enoug h to hea r thel" . Goe ti le Ob) ccteu ve ry 
s pecitically to Schubert's seetings of poems such as n~rlk8nign, 
IIGretcfle n a.) S l; innraue ll nne " \Jano.erers fJachtlicG II l:or tl~ e ir 
repetitions and for the libe rti es they t ook with the lineation 
a nd rhyth m. Ie was not the last p oet to resent tne dom ination 
of mu sic; Yeats employe d a censor in his ole age to examine 
all s e ttinss ot h is poe try prior to pU LJ lication, eHl U jJenr.i s sion 
to publi sh was not easily given. 
I am a poet , not a musician, ana o islil<e to have my 
woras o istorteo or t l, e ir an i l"a tlon uestru yee ev el . 
tho u gh the musician clai ms to have expressed thei r 
I.,eanin" in a a ir ierent r"ediUI.t. (Yeats, quO\::eu by Clinton-
Baadeley, 1~41, 48 ; see elsa Banf ield, 1984) 
It is ],-ossible that song-writers Ilere includeu among , or represent-
ative ot "the tool,," in "'1'he C;oat:: n (1984, 127): 
I maae my song a coa t 
Covered with embroioe ries 
Out of 010 mythologies 
~rom heel to throat; 
b ut tne fools cau~ht ie, 
Ilore it in the Vlorld' s eyes 
As tlough ehey'u wrought i e . 
Song, let them take it, 
~'or there' L 1,lore ent e r ~ri u e 
In walking na ke d . 
And Just as po ets have often shown a p reference ~or cautious, 
r e s~ect ul settings or th e ir ~oetry, so liLus icians iJuve ott~n 
chosen rather ~all i d poet ry to c a rr y their ruus i c &l insp irations 
alott . loriellricf! h Uller OVles .dos t of his fa.me to Titusical SE.'ttinss 
of Ilis war l; . And in Engl ish , Nevlbol t anci ,[tsefie1d bav e haa 
some oeci aeuly inferior poems pr ese rvea by settings . As an inte re st 
111 St anr ora ' s ItLUsic h a s r e viv eu iri recent y e~ r&, we nave beell 
t a r mor e willins to t a ke seriously his jJla ngent b r a hlli sia n h ,ur."tOnies 
a ll U Ilis gi~ t ior l ~ elou}· t tlall his not a ~w Qyti conviIl~i ns postur e 
as a jJrc r es s iona l Iri s hhl il n , or b i s Jolly t a rriness l.n, sa y , 
Songs of the Fleet. An ase ~ or e cy n ical 0 ' na ut i ca l xe noJh oLi a 
must r ine i ~ Inore oiL~i cul~ , OW0ver t i ne th e music , to tole rate 
11: t he Li on s s isht De v un , I lil '-jui t t ne b-'ort 0 1 11eaven, 
n 1 6rurr, th eltL uiJ tn e Cb.an l €' l a s we d rJ..:!.u.: 1 a tn eltt long a go . 
( llevi l.>Olt:: "DraKe 's DrUl,, " in \< uiller - Coucil, 1912, 83 ;, ) 
Schubert p resents an en th r all i n g ~er spective o n th e p r o 0 lelds 
or: s on g _ In a rascina t i ng wer ~ on Ger r.ian Lieder, J a c k i'l Stei:n 
argues tha t, before SCilubert, rne looy a n d ha rmony were a hLouest 
eil bellish TIlent to a po e !J. Ttl e poin~ is pe r na Js overstate~ for 
Ge nda n Lieder; certa inly overstateu i ~ we , ove ou tsi a e Ge r rua .y 
or outsi ae Lieder ; i nto 1'L; r cell or ba cn or "lo", c: r t , f or e ;{al.ljJl e . but 
tew woule q uarre l witn h i s ev a l ua tion o~ tne erfect o f SChube rt' s 
wo r k 011 the Lied: 
t h e poem becall1e , in a sen se , eh;iJa ttlea, by virtue 
or the r act that to us i e hau ~ e v e lo p eu mo r e p r e cise 
Cl IH l a lso mor e pOH cr l.t:.l l~i ec.ns o f c~~cenuillg i?octic l.L.e Cl S 
i 11'l: 0 i t s own E10 r e abstract s l~here . (i Y7l, 17) 
ff houg h a £ e CO~I ~os e r s sil1c e , l i ke ~~ o~ r , Deous sy alld Firl z i, 
h ave sought to r escue the p oe t ic text f r oD tot a l. subor u ina c ion 
to musl.C , Sc h ubert l s genius ror r e .la;-:irJ 9 a poel:i set a tr enu . Fi r s t, 
Schube r t was notoriously unui s cri linatins in hi s choice 01: p oe ,s 
~ or mUBlc~l settins . Two oi his maJor son y cy c l e~ , Die Sch6ne 
Mdllerin ana Winterreise. are i ns)?ire c by tn e insil'iu pas t o r al s 
o r E'rie o ri cl1 tlfill e r . SeCOllGi y , ma ny critics 11 av e ar~ueG tllat 
!l e ill i sses Beinel s ch a racteri,s ·c ic ironi in Schwanengesang (Stein, 
IS·71, ou -~l), al tn ougI1 EC"i\tla rt:i III Con e [HiS querlel< till S ar y uu e nc 
( 11.J7 4 , 3 ~ - L). b ut thi r al~i ' anG In ure i r:iport a nt, he a.c..:ol--te Li ~ 
p roi._'ri e tori al at t i·cl..!.ue to\J arc..s t n e t e}~ t. , be i n~ pr ei~ar e,--, to r~ shaI:)e 
even t:lle greates t ot Ge r ma n i'oe try t o sui t h i s ,lUsical Ciuri'0se . It: 
\'l a s no l.IOU Ut "CHi s tna"C so Gi str &SbeU (i oe cne . 
1.l\VO ot h i s Goe the se ttings dese rve ur i ei COlli1.ient i n th i s r espect . I n 
l1 ~ f anCle r ers nac!1t.liec, " ( bcnuuc: rc , n.d., 7ij:) .sc n uber t COfn :.rl.VCS 
na~O~UG ~c the mao a or t h e ~oert", w~l i l e 
tOt a ll Y des troy i n g i cs i nte r nal s trL ccu r e . ( t 'or Goe"C.u e 's -cex t , 
se e Fo r ste r , 1957, ~u U .) 'i'he lin e , "Die Vilsele i n schl'leige n i m 
\"J u l ae Ii, i s b r OKen i nto t ~IO coti1:-,ler11e ncar:f IL1US l. cnl lJfl r ases 1: 0 
the \ioras, "ui e V(3 gel ein Bcllwe i gen , sc " \·l(~ i gen i I~ : i. alue II _ 'thus 
t he V/ orli " sc t. \ie i gc n ll be COllle s a keY-\" OrG i n tile a trLiospn eriL! noct.Lrnc 
t hat Schu b e r t constructs. ano Goethe's conclusion , 
~fa r t:e Hur! tsa de 
Ku tl es t eli C1 ucb . 
is s u btly 1:ral1sio r mec..( so that th e aonion itory ex cl2lilia tion 1I ~'; a r te 
nu r! II i s so:c'Cly r el~"eate(J to a ri s i nS mu s lcal f;h r a se cliua . ili.S 
at) '[he wor J 'I ilaloe " wll i crt i s hela on a ~ause , ~eio r e a r0~ pin ~ 
as& l n on t he f illal ph r u s e , Go e t h e's l as't. li ne , \\ihien is g lven 
one sir[l~le, to ur-note bar. 'the \"/1101 0 conclusio n i s t )e l'l r epeateo. . 
GOE:t.nE: el~tt-,hi1s ize s uu·,lue ••• " OI1.lj( 01/ i t ::.. Jlttcehent anu l unction 
c hube rt' s se tti~ g transiers em~llasis r o~.", 
Il'h e i nt e resting ~ uestion a ri ses \"Jb e t her the r,o e ;L' i s aest r oyeo, 
or r e - l'l'iaCie, or, i n Geo r ye St e iner I s t e r ril , tr ans l. u teu . Steine r 
adilli ts t he ~ an i iulu uist orti oilS or ~he tr a~sl ation ~rocess , 
but arsucs ttlat t hey ar e eSBen t i ELlly s i r,iIl a r to 'Cl1e uisto r "Cioll s 
tha t o peratE: even - or especi a l.1 Y·? - between i ntiDate l y acqua i ntec, 
speake r s or t:he sarH e 1 ansua lje . He e~~tenl.S tf!l~ arl.jUl.len t to sons -
'fhe cOQ ~oser wno sets a te~t ~o TIlus i c IS e nsasea i ll 
t he HaIilB sC:!tjuenc <: 01.. int uit i v0 a 11G t echnicc:.l L"lot i ons 
\"lliic!i oot:a i n in trc.n lotion prOt_'e i". ( l':J-/~ , 41 ~) 
Li.'he arsu1.:e nt: i s a .poHerrll.i one, but t ne r e arE:: lJrouler::.s . ~irlce 
i. ngut'l se i1as a tt10re f~rec i se sCl.lant ic s than l"llus i c , the " cultures" 
l~tisn~ be s~liu to ui£~er i ll t his r e s~:e ct, ar~u tn e ~osBi0illties 
or lli.isun e r stanuins a ri sing ou t o r tnc· trallsla'C i on J:; rocess to 
De flll:it:i,e.-l i ea . In any CCise, Cl1CillseS "C o suc b teatur e b o r tLe 
poet I c hle s sase U.b l~ neat ion, r hyttll<{ anu p ral lel i s I.1 ot sounr... 
or S ~il l ta:~ a r e c haHge S o t Ii'ieetnl.llS _ The ertici e n t t r a.nsla tor l\.nO\/1:;.i 
wher e IG now he is di stortin~ :~e a ninS' dn a tries to Ie e such 
u i~t o rtl on to a rll i ni iuull; ; t he COJ:i i ... oser, o n toe otOer r1anu , may 
\le11 use tile text as a startin <,l p oine ror c< ueu itatio n on a 
5 i~ l il a r tll€ lle . An i ns l stcn ce th Q~ r ecosn isa01e aistortion aoes 
occur i s no'c incoI.1pa ti lJle \'iitn th e recoc;nitio n that: t he cowl:Jose r 
~ s setti ng , not the poei.'l , VI lit.:il i f:) an a ustr Clccion , cue a r ea Ci in <j 
ot i t (sec Cone , 1~7 4 , l~- ~O) . TIC critic hlUS rese rve th e ri gh c 
to uiEtiJ)yuisn vailU i r~.l inv al lCI r e o ~ i n~s ~ 
Lllt i 1: the poe", is an abstraction, so i s th e sons . I t is a perfor;;,-
ance LC1Qt we reac t to anu cO I~~ r eilenu . ~he s~ory i s tal u o t tIl e 
tise a Go the neins reconci l ew 1:0 a t least one 0 1 !:.ici1 ube rt I s settings 
~n:l. cul "r 
singe r (lst el , l ~:<D , ~~l) . ioulu he ilave Lor s ive n SCHu bert t he 
o.i ~ torti()n.s 01: tr1 e r i rs t s tan~a OJ: Illi r E:: t:.c :cn C..id Sl:J ~li.nr 2.uell (Sclluoert:. , 
n . o ., 1 0 ) it h e llaa ne a rL ]:;lisa beth ScmllarzKo 'i; anLi Ldvr i n Fischer 
~e r ~o rI" it: (recor Ci c u on 1:: £.l 1 ALi-' 3 8 43 ) . '! OSC pcrron"e rb S0cr., 
to t I e a tni~ ~rouucc of S cnuDer t ' s te e n s as ~ ra t he r b lan u 
love . uecl ' r at i on OE yuun~ 
ur,matic conte}. t ot the lyric in Faus t will pe rl"i~ sucn a re Duing . 
Ll i ss SC ·iw a rz i: O) · S ill':; S tf.:C sor~ <J wi t:.n a al~able awareness Ot 
itb context i n Faust, as Scnubert, no uouut, wr ote it . ~h e per -
t o rl ~lc.tnc c i s Dionisl a n , pr OC1<l i .tl. 1!S tne ali e r!a tins pO\'ler or tne 
iiDi do ; the three sections 01: trle son"" marl,e u 0 '- llY the r e",et i tion:; 
o£ tle o~enir;y st:. ri~ ~ , are sung wit h risi n~ i rlt e ll bity , ~ovin~ 
iro!'.1 bewilw .. rr'lene t v c. e t iant ue si,;e ration . '1'0 S0l\10 e:;tenc thi", 
hiU · t b ~ se e n as h i ss ~c!ni c.trZ K O .i:-' J..: ' 5 o \oJ n I ht e rl.Jretdt:.ioll, in tne 
ur_ency 0 he r s i ngin~ , a n a i ll th e te liuerat e articulation S l l C 
g Ives t o che COllS011ClllL. L:lusc C! r ;:.; in sue! ! linc ~ d,;., 
l~ e i n n.H::r J.~oI!r 
1st Idir verr~ckt , 
Jc i n a n :ler !:>ilHl 
1s t .Jir zer~tnc~t . 
L ut she i s su i ell by t h e son~ 1 uj/ .schu be rt ' s re ae;ins o t Goeth e , 
.a:i heu r th e relen~le~ sness bOtr1 at l:' ii ust' s t a t e a na at tile 
:Late or: Gre1:.CI1 e n . Anu t ne l:la Sll i l: i cent C.l i IG ~l;~ or1 'cne J.1.ne "U nc. 
ach , sein RUBS! II ib v/ r i tte H i n 1:. 0 th c= lIiusic . J!Cl r '~ 01: l lis s Sch\1ar~­
KOI;':t I S coner l.Dution 1. ;.; tv ur etlJ.: one 01: tn c rule s or <;OO U S i li<:; i nS 
by 1,r olonSJins the i;aus e o n th e t inal co n sonan t CtllU nissins it s 
s luil a nC0 . SchuiJe rt ' s r eul, in SJ or 'CL e J:;oei.l ; trler e:COrc , anu Pi sch e.r' ,s 
a n la !iss !::icrn-/Gl rZKO p - ' S r eadin s 01: the son<j r;i a Ke Ch ell. remar ki.:lb l e 
st2l. teii"t l:nts o r: t ttCl l: c u c.: r a <.: c e rl b ti c O ltcdlt.lC corn: l a ti on or: l ove 
a ne. ueCttll; Cln early c :q;loratioli 0); Liebestod . 
Neve rt il e l e bS , th e nl.ntc llc-)e Cullce rfl wi t n vlorus ll (supra , 11) r ea sse rt~ 
itsel r trOh( tiwc to ti l c' tn rou 911 subs esuent h i s t o r y , an u in 
,w r .: seCU l r cont8i.t:G . i n tll e last c eC2<..e 0': til e tl i;,t eem:ll Cen ltry 
uehtOe r s OJ: the :t<lor nt in e calit e ratu, i n se C:! k i n S t o recaJ:;ture 
wnat tne j to o k to be t r,e i-' rinc~i,l e s or: l>e r l:O r r., cl il c e or a ln.;i e nt 
~ree K ~oe r y , LevelOfe~ new a r c orn:. ~hu s o pe r a has i ts or1 yins 
l. n a ver y ei(, !:"" o a cic as s ert lo n 01: tn e GOLlinanc.: e or t e xt . Ye t 11: 
the rnen,bers o· t ne Camerat coulL neve fJcen the textuul suborciina'Cioll 
COiHl ~ on.lY cn ar ~c ter1 s t:.ic or tne 1 •. usnir1.c(! 1 a rc J.:0rl u t nei orl gi nar.CL, 
tlley ,"OU1 0 have been hor r ifie", . J;; ve i so att" lt11't,; ar e .ace i n 
o ' ~ r ' t rOI.l ti rLIC: tv t i Ili C to rC:: 0 r ei::JS tne LJ u .lD l'lCE! . In en€:' t ine t c "nt u 
Ce tur y Uasne r l d insi s tence on o!;,"erl.4 a~ o r aine.: was , i n it s V/u y , 
aI', assert~on or 'C i, e iihL, or 'C anc e OJ: t e x'C; al tnuu gn tI i s IlDre t t:i 
createt. 5 cof-e ior some 0 tu e mos t e xtravz.gantly Dionysian gest ure s 
1rl El1r OL-'eo.fl cui t ur 1 llistori. Stranse l y enouy i': , a Siiu il tl [ il1bi ~.itenl!e 
on c. rawu ill o p era buffa ena b l e " G il be r~ <111(, oullivan t o hel i.; 
tJri'Cis ll tuea tre out 01: one liI: its \-I orSl: u01Crlti.\S . Ye t t ne c:e.l e Uc a t E:! L 
ri f ts in tha t lJartnertil11. we r e u r~matisa tion s at the struygl e 
iJe r.\-l een 'C eA:L Ct nL hlL.,sic . I II l :" i~~ .i ('11 a ru Str a us s i-'ulL! elcsue n t 
t riDutc to t h e mehlO rj or h i s sreo.teSt libre t ti st , hugo von 11 01.: -
~a rlns t nal , i ll Ca p riccio , all o ~e r H tic a llc~ u r y or til e s cruysl c 
be tween ~oetry a Il O rn ubi c . 
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POETIC FORI·I : 
AN ANATOHICAL STUDY I N THE ELEHENTS OF LINGUIS'l.' IC PATTERN I NG 
li Ot only is 1ansunge one or JUa n l S dG'rinin g cilaraCteristics, 
UU{: ai~(j , even Iii tl~ t' SihliJ l.e st (;otlll.!uni c ative si t L. ations , i ts 
U5e is creative . 'i'he notion ot bi ,,),-le CUl,luunic Cl tiv<= s itu <.l tion s 
i s , i n 1 3. Ct , hi gn ly sus pect . rr'here a r e so r.ta :'1 tllte r nu.tl.v~ \·:uy~ 
t o co .. lf11 unicilt· 5i l.t };-le ri.eE;uS tn a t: the choice Llaoe i u 0 h iSh l y 
COItIL-,l C): fur.tct ion 0'( sl.;e ci.L1C }?e r son...tlit:y ill s f'e ciric S itLati on . 
• ny Ilns~istie enoie e not only proclaims pe r son a l i t y . it also 
Illvll i :r: ie s 8i uation JJy ttlwt Froc;l ~ :ation . Yet 1ansu.ase is neceb;:;~r1.1Y 
rul e - wseu . the rules beinS co .. , ;le;; i n terlcc ins systel,u, es t at:;lisheu 
Ly conv ention not by aecre . Us inS I nnSut.:se i!3 t hus fti&Kin~ con-
v e ntion .J. p o tterns witll sl'ee c n sounu . \ille n tn e user u er i ve<; 
J::-'lcusurc 1: r Oll1 p .1. ay iI1S Wlt:n thes e ~att0rns anu J:lc:l.;.i n g f urther 
i,a tterns. we have tile bc:s; innin<;& 0 1. literatlire . SUCll jCla lea u~ 
r eaL. il y to r i tLii.ll i :.:: til: nCI et;st:.atic i1J(!unc~t~on a nc. t tl US c..Stuul~ ~1 es 
0\/11 cony htions aLi \vel l. as cr e atins an aura CL 
lle c.c;t:ivitj i nenCE: tl l(~ e nCi'l a nt:u ellt - in so lilc:.ny seru,,;ct> - c r 
liternture. 
l'10St t ileo ries 01 .liter dry l ci rISU I.!t,; l: try to accou nt 1: 0' ~ t: l. g 
terms 0:.: l. ts d i ' erence G rrOhi ~ nor , al or sta naa ru 1 l1g·uas e . Li~ 
'tHose tileor l llS t:.i1C1t ,t.-Obi t an aDSOlut~ ll l i..:..:erer,c.!c uO nol. surVlv e 
clOSt eAaI.lination . In all essay Oli "'l'tle r,~usic OJ: poet ryll '1' . b . 'liot 
i t,.pl ies a ten<..t e n(; j iI i i-o ct r y to s t:r u. i (lSt:.iJlst: 'cn c corldtr0.1 11ts 
or norm 1 linguisric rule s . yet h e asserrs 
tLlE:' len" thc. ·c b-0et. r11 l.Iu~c no -c Bttel :}, t oo l.'-ir iro.,\ 
th e orc.i ary ever~ai.li lan g ua ge Vli~ ic i \Ie us e ant.. Ie r . 
~Jheti'; er i:?0etri i s ~ccentL i:i l 01: syila...;ic , r1.1 L( ~u or 
rhYllt cless , lor rll al or tree , it cannot: al:r:oru to los~ 
itb cont2<.ct "lith tl~ t: changins lG. t1Cj ua.se 01: COfuhlon i u1:. r -
course . {l;OO . llUl 
~liot i s vasue a00Ut wh~t COnSt1tut es a l ess OL cont~ct or a 
strayins too ia r . but hiE aEsertloll is [OUnOeL all t.e pr e mis e 
tllat "tne 1.lusic... 01: l-.o ~t rji " - an anuloS i c a l t e r i.l , or course -
IIhi ust b~ u music latent: i n t le COlli 1011 speeCrl 0:1: it s. ti rlie II ( i b i d . 
ll~) • 
Iil the past fe il decaaes a rlUlJ~er 0~ scnol~rL have ~tce~'1J t ~ 
to cha racteris ," tIl(: 1an',jua ge or f?oetry by tneor l. es 0;: lin<:,uistic 
c..evlation . 1?oetr:z" tne argur .. ellt run s , is 110 t fl no r l.i c... .l 1 dns;uG..se " i 
i t de rives its mean l n9s ana it s L.lt.-' ct uy lJoetl.(; licens e trohi 
i t s ueviatior~b iro1.. a linSllis lC 110 r i.l . ~t.:'ar1: :LrOlt; tn E- Gi..iV10l1S 
uifficu1 t y Ol: estc; l.)l ishinc.; a linyuistlc n0 1- II , th i s theory rlounCier5 
1;l ilen it is Cli:r?lll:U to lJoC!'(.r}' w itt1Cl1C o[)viOUG Ljui r i, S 01: ltSu-o,;;e. Cel"-
talnly it i s u t heo r y thac can acco unt vartially ior tile 
iuiosync(c.tic lun g ua t.;e OJ..: a !:-'oct like L01d~111S: biG e l.i~ 1itlc.;a l 
synt }: , hi~ s 'li - ti. 90 0" \voru cli:'lsses, his <...ialect wer" . , his 
neOl CIj 1 b niB . 
bigniticant in bo ·le in s '" poe try , i.I I.lOVe ror whicn ther e ioo n o 
lu<.,;ic 1 \\'urr a nt . It iJ. .lsu sUCJgc st !:J C lU ... hOpKi n s I s .L~·oc try is i n· lC.!r ~ nt.iY 
!;tor e poetic tn~n, say, tne narrative fJoet ry a .ttobert ' r08'(. . ~ nu 
no\! GO \-;0 cl.(;count Lor tIlE:,' L1..cl.Cr 2 flCe betHeen LiOJ?Kinsic;.Il c:eviatl.on , 
\~hicb ter,us to be personally iLiosyncr<t tic , ant- the 1,1Ore conventi n-
all!::)8L.:. o c viutionu OI: a l a r ge l iUIHUer cr: hOb,h. l nS ' s corH:.edVOl"ur.l l! ~ ·t 
Is ucvia1:ion <t necessa r y conaitiol , ot lJOet ry't Is it a sutticient 
conci 1:1.011 OJ.: l.JOetf:Y "{ 16 1 t even d. !:; isrll.L lcaT1t: COl1L;i 1:.ion (; . tJoc try? 
~ne theory 0 - u eviat i on i5 noe ~ v ry us LUl ana1Y1:ica1 tOOL 
Lo r i]o et r y ; on tnt:: contr ti r~l: tller c: iL no Sllll:Jl. e ueviCe, Wil€- 11 "t: 
GeviatiClI or a ny thins e ls e , tili11: is roun" ir, poet r y a '-' no t 
1.11 pro s e , tllOUYL! one lLIigllt ars;uc tn ut i .. o e try iiJ r:lc..rh.e c., boY a 
his 1 ine;iaence o · certain speciri a ole ect 1:ure s . But i-c is iJossiiJl c 
also to spec i 'Y til e 1inSL1istic .t e~tLtreb CilardC'CC1'1.stic Oi I:101us 
or c ioocours li -e 1a\-I , sc i ence a n," r el i",io ll; enc. these teatur" " 
coula be uescriut::u as ti c: v ~,-ti {)rl S irO(~l a nOr it' . '1'11<: reiclt1.0n 'n i.t7 
between stanoa rc... lanyual;j12 ano poetic.: usage i o8 not e J ...actly analosou::.; 
co tne r It.l1:.1.0nSil l t; iJe cu ee n EtClI'lu a ro. lb.nyud':le illlu sucn i.! .c~el d 
01- u i s<.:oursc , tor in auClit:ior. to '" nUhlbe r OJ: it " OWlI cnaracteristic: 
' eaturcs SLiCH as r l1 Yine , allitcrc1t:ion , rnetClf'llUr , r ily t nlilic..:~ ll'(.Y , 
relle ition aila h'aral1elisI,; - many or: \~ h ic h it shares witn other 
L3 
r l blds oi c i scourse like aavertisins . ~reach i ns ~nc lituryies 
- poetr:;' reserves l:H e rl. "nt to i:l b il.. i1 d 1: (: tne r:c<.tcure:; or: any 
o'Cher :ciel.LJ 01: uiscourse a nu t.o usc theI.i :cor it s Q"YliL tJurl>0ses . l111u 
iii tnis eC.Lecticlsr,l , it i~ no 1:. t:.il e ieatureL t:. tleht SC.LV es , out 
t~e ~ur~oses to whicn ~oetry puts the~ that is s i gn iLicant . 
, ,ore useJ:Ul analytic .... l Ql:;lJ roaci1 to poc t ic It.i. nSu~se t!1c r e 1:0re 
i s one \'/l1ic1"1 , r e co~nisin s tnc linSluistic teatu r e~.:q can ac count: 
o r 'Cn e ir tLtl1ction . F'o r our tJr e sent: i?urL ... o~es l. GDoulLJ liJ ... e to 
r(:lier to tln ai~' i:}rOn(; l cE::V e loJ,?eo ir~ ttH::: rirst Llua rt er OJ.: th i ti 
century y a nUl.lLe r 01: CL; t.:D SChC1QrS, not\·; l. tnS1:wllLi rlg tn e tr<:'.I€'llUOU~ 
e ru )!t ior, or: l1e,; wo r,.; in theoretical poe tic s by schol ar" SUCll 
a s J a i, OiJ SCn , Cull e r , Ri itc.:.t e rr e n~ Barthes . Whl.le t h is is all 
avcs;;edly conservu l i ve ar'proacil , it i s aete r y.:.ine ci \':i consiaerations 
01: k-r&cticul uciil.ty at "Cile l.CV01 or: oe t3. il. eu tE::: .. i':Ui.1 1 e:l..!:--'l l.c.;utiorl . I n 
any event. t he r e is. th rou S,1 j{Ohlc.\r; Jakobson, <) c. ir e ct line: r unnins 
1:r01;1 til \"Ior k ot tne Pr a sue SCilool to recent: wor l, on l_Oetie..: . LiKe 
l:: .liot, scholars OJ: t l (:! "> r a gu f.:- School Sa\l poetic lant;ju " ge as 
s tra1.n ir .. g llSCllHSl: trle st ~ n(Jcir Q , but l. rlSis"CeL tila -c he sr.:d n0=.:t r o 
.lUIlgUQgC COllstir.:utes th e ~acK~roulU a~ainst wilic "j anj ~e~&rturc 
i~ r cr lec"(.ee: anc ;tCD.tiUr eLO . In a l:.J.1.l 0U.s es "d} Oli. "s tu ll(~[""L; 1(.... ISU:.l~ e 
<), u l?oeti c lan<jua.ge" . (Garvin. 1 964 . 1'/ - 3(;) Jew It..:Kc.rov!'; } ae\i'elo~ec. 
"(.liis iu ec:'L , t:>o intins Out tfl at tne j~,or c llO rhial. anCt L.:nrehl cJrKJ.1Jle 
te).t, toe.: lltOre uutoh"ta tlc is th e transhiission or it ;:;; I.1e8s~ge . l \. ny 
iJllon.I~11t~l i t.> Loresroulluco ClSUl.bSt.:. tn~ nOrluai., COi"t lI."l c:ll"~uinCj conSClOUS 
a t t 011tiol; ior itselt . "'I'he runctio 1 0:;: !:,oetic l.:U1 g uage ." saie, 
~ll; ~ a rov t ki" , II con:Jif. t G i r. tll e hlU.~.l.;i:uLI or ioresroullu l ns 01: tne 
utterance" (ibid., 1<;) ~very n uance in ?oetrj thereicr e naG 
its sit.; 11.:L l. Ca:alc e . 1-": 0\/ t ll l.~ i ~ aCJiLlittE'ul.y a i S1)11' suuJectiv e 
anal t i C" l tool. Une rea er l;,ay uitter i r ol.i another ir, 1i5 Juu gernent 
01.: til e nor hL, or Be :,ai' huve iIi::: at'Cei ltion s c i~eu tOLIG:.J/ b1, one 
:coregrounaeu teature . tOI;,urrol/ uj a noth e r. GUt the virtue 0;: 
tIle .lulle o r Dno.l.YS1.b 1.3 tll a t it r e1:1E'(;"t~ tne "\~"ai Cl t.C i-. l~ r C~"t(.. . 'l'hc 
i nter- rela.tionsbi ps ot th e J..:e a tur0S , to r e~irounaeu anu l.)uCI~'JrOL1l1deu , 
a rE c:l'J .:..~rl e :..I.reJ.tely COltl.l ... 1 0 ~\. . Del...:u.l."c.ur e .r r ot., CJ. !lorI',', !\lui/ lJ!2 U illihi c...l. .L 
:':4 
o r e;~tr eh1 e , al1G. rn a}" taJ~e }?lD.ce o n th e l:-- lo nological , or tllogr aph i c , 
1110rl:d1CIOSic D, 1 , synt " {;'Cic or seld antic levels 01 (;Ul, lhIU111Cc.t l Oll , 
or SilJultal100usly on a llY cO.J b inat io n O~ thes e . '~9a i Il , cl t~xc 
or c. \jeEr€! Iua} estaLolisll i CE Cv.'!l bet. or no rl7lS ' anu "Cd en ue .... a r tu.r(~.:.; 
t r o .. 1 tn es2 norI.l s will b e ror eg rounueu , DUr. a LL tn 0 til,le the 
L ure~ r ounu l I1S i ~ seen i n r e l ation to iC b ~a c j~y ro~a~ . 
As 1:1 r e l atively sir.li.~ l - ;-;al.l i- l we IJay t a k e ~ s il191e reatu re 
lr", ;: occur" i n lin e j . 1 i s toresrOUllGe~ ~j Gei ny c he t irst 
r i1), l.1 e - \-lU [(". i tL the {Joe,.i f UU1: i s OCileI\; l Se unrC=.!,t(.! rh.. UJ.1 €.' . IIl o e \ )0[u l S 
CQ lIliltOn connotat ion s 01. JOYOUS t rivolity a rc explci ' eo uy i ts 
li nkage Vi i til " 
ana :6e tJ~elin" , "b o!i.0 - ba lls ll tllU "beaten t lat ". '!'na t t n E: ui1clC! 
C Ol tr ast. i ~ susi;Ject i s ilint0u b~l' til e a tl:r~Du C l. VG n ll ~ibt e r ico. J.1I 
01: t Ole iir bt li ne , a (.. by t he r resence 0 .1: tHe clicbe ~ " everybou~l 
... nov/s ll ant..;. II l l nOtfll.llg eJ I c.1t>t ic ~ s oonell j /.Jut t:tl~.s 111. n1: (loes 
not JaOC iL j t:h e r eauer ' s r e~ ct i or, to "~ ~ i "- Eo \; e v e r tn e WO I t! 
r e ~~~ea r s r ~cile r sta r tli l1S 1 
i s a r nyWe- V/ Ora , .3l11c..:. i ts i1u ' ort~l nc c bas oeen n0 r ~ 1(.: eu no t on l y 
ui' t \/o 0ccu rre lice s a t lin - enuilr...:,s or: t ne \'I or c "p.l ai' ll, lJU ' a J.~O 
uy " tl1ey " t uc kcu away insiL8 li n e 1 :0 , illle. lJ}' a set ct b- r oHlinent 
.:t8S0n..:...n(; ~ s , 
SOU )ll.: that t ore£rouIl(':~ IISilY " at it:... .secont, occurr e nce ; it i :::; 
a lso s e:Il'la ntics , t or til e atcr i uu tion 01: t n e W0ru to tlz~hl l et Gnu 
Lea r is st a r t li llc" Lr e akill S uO\i ll tn c cont ras t wit n wh i ci: til 
"ga i ety ll an , Lr y i tL colloca t i o n v/ it il "tr ansJ:i<;u Ii ng ", be i ns 
aC<.;o r cct. a set Cl: ~do r al.:1n r e J. 1.g i ous 'll eullins.,tJ i n 1-O\.Jerru.L contrast: 
t o th e connotat i on"- ot t rivolit y . 'i'he re a Ge r i ", nov « lla !: tha c 
t uis i s ir..:.i osyn cr u. 1 8 u~a~ 0 ~ince tfl C !orhl~l. COllllOt:a t10ns ~l'e 
ue i n,:; v i olatecl D" str a nge cullOC <:I tciOl l anL t he: violation h1a e 
j:-"rOill ilJe nt D ,t ~llO nOl.os i cu l i:; c.: 'C. t l ' HillS _ rl' l i s I.:Or e S I uLtnL. l ng no\,1 
:Lorces t l1e rea Ger t o Le Ha n U OJ: tH e ",oel:i t ha t: i t: Justiij SG i o i o -
ttl ", 0)e .. ViaS ~;ritten, th \;or o "gay " hUL ;) cc, uir eu other connotation s 
tUCtn tn e .tJo e t:. C2n hLlV(1 l ntenc..~eUt \ln ic.i'l t ne r \2 .. d ... cr cannot: l~)i.Ore 
since tHey are par t 01 lithe chan9i ny languuge ot COElritOU inter cour Se n 
but Hni(:u he Iil U ,!:;;)'C cc;n su[ out. . 'l'be \'/ort.. Cioeb rlo 't r~i...~pe· r uncil. 
line 3 " , ~, row inen t l y _laceu at t he enu Oi th · thir c stanza , 
a r !1~ild e - vicr(, Cll.n Cll l ll':: tile lJo e itl t s c ern:.r "l stutCit.en t. a!lu Slhtul -
t al eously ol:terin c, th e s ou c,n t - ior justi icat i oll: 
Ali thirlgs l ~ a11~ a r e 0u ilt 9~in , 
Anc t nose cnut Duil.L ~h f~ a ~a i n r e g~y . 
'I'~1e pOetH no\/ switch e -.) i oS at t~ntiorl to til e carvirlS in l.::t~is 
l u ~Ul.i trc~ . wnico 1 
r,lor e , ax: tiw very ell", OJ: til e poel", tore" rounueu aga i n by r hyr,lc . '1'he 
con110taciollL Ot rri v0 11~Y tl a v 
JO'y r emains , contrastins s i gniticant l y wit 1 til e "1.lOur ntul melocdes" 
Ot line ':;3 . Ye& tb {lab It;a e 11is ce ra:r~_ .l k-oint.: , ..  U..)out tne G..l:L i n , ~Llve 
tunction s or ar t l.J a rtl1' 'througll u uis con certi ng l y aLmormal usage 
&k il rully toreyroLiruJeu . Al l tie lero ic en u r al Jc e OJ: 'Cl1 e I1t \ ,i O 
Cninalilen " i s nO\ , de clareu i n t ne tact t bat '''l'he i r an cient sl itteri 1 ':) 
c:}'e , are ~ny ." 
An tici~at in s tne ui sc uss io n th ~ 1 5 to tollow about t he sor t 
o ~oe~ ry su i ~a01 e ~or 1.;ubical se~ -ieS , i ~ l S 111~er8s~111S t o 
~Ionaer \.; llether tuis l evel 01 li ngu i s tic sOj,-hi s ticati on COUlL; 
IH ... ve allyt:.h l 11S aG e Ll t o it uy Id . .l. sic , or \-.;n e t:b e r l.iusic Cu\.JILt 00 
no 10 0r e tnail ~r ov ide 8 syruboll C analogue to i 'C e 
'I' 1 e t 1 e 0 r y 01: - 0 r €.' c" r 0 U 11 u i c. Sit ii en , i B u. r Li L. i hi ell t ria 1: t e 11 11:- t 
to accoun t ror tn e \.;a1's i ll wh ic" a literary utt e rance is l'e rce ive u 
lll1u i I1te r L.1retE:C: . OUCfJ i.Je r cCl---t lon a iil. ... iflt ~ri·re tctt:l ur.: a r e llE! c .. s~arlly 
rer ineue ,t.; anu e"tension s O L thE' inte rf-'r e t i ve proceuure s that 
LtJ';:e e 1 ace il l nO I'l-li te r a ry aibCOLlrS e . ' ll e CA~::. t iet ic l-- <.:tCl.' r nil\S 
o£ a l ansuase elil ~ l ojs t eat urcs 01 &ha & l anguage . Attempt s to 
'[.r a ns - er o anCtIler ore 
li ely to ia ~l il. tne car get language uoes no\: eltt .loy the parti cular 
i n it ,;:; nori .. '-Il C O i ~\lt:un i (:~ iv € sjste r.lti . 'th e aurc~l:l.on OJ.: 
i:J VOVlel sounu 1. i1 ~n91 i 5b , ~or e)~ li t-l e , ca n be Ci ectcc: uY hlany 
a Ct:.<Jr::.. , buL. cu r ution 1:;., neV f:' r CllE: :.,uJur crl t:(;r l Ori. O~ Cl. lrr c renci u.'cion 
bc\:\.., ee n one vowe.L a fiu nether , V 0\'; .1 ~ual i 'Cj Deifly til e cruci u l. 
1:C!c t:or i f1 t:lll~ o i:Cl: erc llti Cl t.lcn . 'l'h L..~ Cil E: rull~G 0 l ~n ci~I'tL L:r ee ,": 
sCa nsion (10 not a"'!J1y to C:n Slisrl beeCius" q Ualiti t y is no..: a 5YS-
teliiatise u tea tur c ox.: ~n S l.i sn . rrb e r e i s ever, SOI.d= LOi..l!:J"[' a lJoLt 
\'Illetn r tne rules OJ: ',l1eienl: " r eel; quant itative sea sion ab- f lie u 
c;uantitativc ve rse in t:nglistl , t her efore , ten" to loo k tor analo gou ti 
cr ea t e , t ~es t, & n iShly aGst r a c ane, a rtiJ:~ei a l V tter fl , not:. 
~~ t~ c r n t hat I b a~rQil ~erce ti0~ e . 
Let U e, looK i&irly brietly al: some OJ: t h e main s ystems 01: l-'a tterninlj 
e,(L!:_l. O au in t.:nglls '1 f·oecr:r' as :cor (~ srou luinS a g.'l illbt: t rlt:.: 1JC:C;i..: g r ouill, 
tu.Dri~ OJ: th e wilol e Lrlgi.i sll .Lan<juCJ..Sit . I~ i s convel'n ent t o u ivi u c 
t{H~ sy :.:l t Cl.i~ l Olto °Cv.' U se IH=rul c iitet.,u ric .b : t rios e t h in : l..~ r E: h'i:JIlli C: Stf.?L.. 
as o bvious ~at~er ns UL s ou U , an~ thos e that 
b c r,~ant l ~ . r!'i l 1.b is, hO\Jt!v l..!r, on .L Y W.n ana.l ·o vCiC l:ll e onvt:n i E: C C , 
tor ti1 E: tea tur es o r: 1 nguaS E: a r e i n t e r - aeL_e naen t i n their ultimate 
CO n e:::il()1 In i l:e n i nS I:l.(l cOI.dolun ic .J. tlcn . Caesa r'~ "V~ ni . VilAl . Vi c .l!1I 
e'.'t,l oys ,:u.literaeio n , o .... viousl y , an u " ",aralleli blh o · sy lla o i c 
s truc t ur e i 1 tLle thr e e \'J0rt.d3 . be e n i s ai s o a s e i.L-CO l"lt l lleu 
be Ite nc e , e!:t l-'loy in " t h e s a 1(; vero i n t~ection ror tense , , 00tl, 
abiA:~ l.!t, PGrbOl ~ drIll ll u:.~ L·c r . '!'ll c .se I €a tc.res COllv e rS e 1 11 tll0 S€l,W.nt.1C 
1:-'ar allels 'Nhic il r.~a.ke "Vici!" so t r .lUmbJh ~HIL. <: clihl ~~ b:z' contr& stin~ 
i 'C \/i"Cil tJ.1 G ot.ner t \ ! O \'iO rL;S. It: lS i liSl.:ru.C1:1Ve t.O COl"lsiuer 110\'1 
I,lany OJ.: tnes e ieatllr e s are lost i n tnf.: D.sual EnylisL translation, 
"i Cd I1B . 1 sa\/ . I co nL.J.U l! r eu !1I Lv e n 'crie .da r ai.L el ii:)i(( ot v e r JJ rorr;, 
i t~ obscurcc..... oy t he irr es;u l cr cnaracter OJ.: t 1C past te ns e t or 1C 
Of: t r~e ir st C \v'O verbs . i'1U S 1C c1 1 s ett i n s 0 ..,0 try oeul 'j , i 
:iteine r ' s t err,., cl sore OJ. I: r<l llslation (supra Ib), tenuS to Bi mil&r 
lLl~t:.crti on . 
i;et Ub l O OK rirst a c tue l~o r e e:.;c lUS1VI21y sel'Lu Ilt:ic e nu Oi: tne 
spectru,,',. llarrativ e ex -,os itio n i s m~ions t e e d est: tecl1niy ue" 
o ~ llc~ratUr e . Tr&U1Lionallj it 11& & u u e~ Da ~l a ~ ior r,1 as it~ 
ve hicle in tJ0etrYi ;). ~r oso(j i c(lllj' Sil'iJ.... l e , r et-'e t itive st ructur l! 
01: no · i~ ~?l .. I t: .s t:.u . F'ol. ' liter&ture I,.or ull~es i n lAlr aul es , senerat.lns 
l.Iural i:lrgufi:e nt Out o:c nar r at i ve; Di..1 11 a L. reC,i acco.1 il O t,a te ;:; SuCU 
IJo r~li s i ns e& si~ y i f l it~ StjllSEG o ~cn i rlS S 211u Closure~ anll 
i 1: it s retr Cl ins . 'l'his l. ~ \1 11:/ iJalla.i.... tori.i has also b e e n us el! 
:L o r .-or iL~ u lu ic Jo e trj Ii 
have a lso uscu ulu nl ... verse iU~ u 1e roic COU1:-1et s eri tensiv I } ror 
narr a t iv e .l:-ur i:J 0 seb . On l ~l r ~ r e l Y l1 a vc th e y Ub~u mur E; <,:uh:~· l e;~ 
st:J. llza ':OrlHS , "S ill 'l'roi1us and Criseyd e an o The Faerie Queene. 
!l ore al.Jst r a ct ar g u He r. t: , h OIH?Ver , t Irl VC S on COl.l i.-1e l. QrU s UlHc 
I: OrI~'S , even t he hl OSt: e ::act i n lj , li ke tne sonnet an C. t he viilanell e . 
t: vcn \'Iner e t:ll :f ur l.1 cn osen i ~ lor e J.:.L 8 x i i.J .L e , t ne structur e (; 
~ VOel., L, Ge terr.l i ncc. L:l' til' chte n t t o vi ll ic it i t sets OUt t o tell 
Q stor.l: 0 f to co n.scruct c:.! a r Si...ll.terH: . rfhoEe .1 0Ve- L-<>c:!'" , for C4.dJ.EJ·l e , 
tha t see~ t o ~ersua dc u love r t o bcl. ar c cy ~ i cally sylloljistic . 
!,Jar- " r apls e9inn~n'J (1952 , I , 2G - :0) 
haL. \vc Len: \", or it. e nou~h allCJ ti ue 
1~~} lG COy l'.CSS, Laoy , we r e no cril&,c .•• 
0 Ut at ny Dc.C;K I a l. wCl.Y.s near 
'ri l ~ els wir1seu c (ls rioc nUrr j l llS ile u r ... 
L ~ O\ l t n er e10re \uli.L e t ne YO LL tn:L c.l Ilue 
~i'C.ti on t llj S J~lil li Ke j 'iO r nl !l~ U "'\J ••• 
0 ) (l el S an i L'ellcit Hu rr a i ve 
0e ,i nl. it:s s<,uriou5 arglrilelit, as t e tlea that: i s ta ken tG "'Ylnb oli~ c 
t n e l ov(:;rs ' un ion 1 ':;; cons i ue rea , l:l eaueLL :Lor I anu then ChE:! CUl: t:Q . bod.! 
narrc.tiv e auu . r g urllen c all 1.) e coloureu :...y e; •. otio 1: not onl1 
t h e i n i~i a l IaOOd a uoptec by tll e Ilar r Q ~Or or ~ r 9 u e r, but a L SU 
hi G vt.rious attituoeb to\<larliS 1)e r son:::, ;,?luce s anLI event s . uCl.r ra t i v e , 
i 1l.C.l UOJ. ns ae . c[ ii)t i 011, anu rSU •. iCllt ver j '" OLN lOu~ly L.a.rry L"t.11.Ca t.l011ti 
OJ.: intenti on : ti1e tarnOUG strict:u r es OJ.: \i t~ \" i mSLlt:t. o n li t I e in-
t en t: i OHul l:cd.i<:H':Y" (.L~~ Ln u t e .Li ll~u i Gtl.CJ .!.l. Y aUS lJrL . • 
1. ..... t1:.~r 1.11 ! '-.. i 
CO lltrcl t Ile ove rall Ler a uL tIle ~celil . Ouv i oUO~ j ~ COfi;~oser l.!a y 
'- u ObVIOL1t;ly a :dOl1<; \ i~i Dc:ve ics own el::otiufu .... l c..il.lens icnb 
1 ~rc~cy ueen IJen ti0~e~ (supra , 
l ~ ) 11·0 ~1 J.1 5 r0S'-. .LL.. . i~ r: o t l1 L t: L,"- i.d.Jl.J.!:. c:, ...... i .. J..~l~ 1 ,L' ... u.r celi. i ::., ..,;t.:~u.i.:.i.l.:L.l 
f..! le g <...i(; :tal.lins I i 'j ure oi t i1G '.J rouf1a ui:.. S S oi UidO 15 t irlal ari~ 
iii Dido a no Aeneas. .. u E. e 
o ( fl p o .. 1 1 8 e:~ten~ iV 2, 
Une oi the _ t titu~es tnat co . ] ~ose r s have oite ll fO~l~ Gi t ~i cult 
..:. 0 e ) : .i:"' re s L 1 iJ S i..l t 1 f e , Co 1" 1 !:.. <:..: e 1'1 t 1 -2 r J..: (; r h. , 1 r 01. j..i . L e ~ .: e ,i: 0 r 
\"i~ amplt2 , h .:l b iJeen .J.:.. ~l}' serv et~ L;'j COL .ooers \'lflO i:C:.il€:.u 1.:0 grc..sl) 
~hat irony alL ~ a tire a r e uiiI i cult ~o ~ ~press in SO IlS; they 
\: r i ter cOllv e~ · b i i"lio r Li tion or \..in i:he .s<~iel!t:iGn o~ in"':orr.ta t:ion 
t:l . .. ~"C lIe u:CL t} r s . r.i.'l~ ·':: 1:.I0 1Jlt.:. l; 
l!oilen Ver :":'; 't iJ ~o.es ll i s l-,ur ·~.l.y· l'laae Dy 'ctlc Gord~eyT S It.. ving the 
L tOrd Des Knaben I'iunderhorn, liJ;e "lJe Antonius vvl. Pauua ' i sci"j-
1..,re\., i SI: II , ()L tjr0'::'\::._~.lG.G !!~t r .. lonie ..... r uoel:. sJ.. . .lu.lc2:n~oL!.:...i..i (...~l.0. 1... 011 -
:...ecu tive ly . <~ COtLit iOSer L a y ~ l SO r e iy on t.. d isjur~ctioll O::L luOOC.1 
arICl the e~~t . il ri tten aoes thi s i n SOh1C or: nis ol~ sons a rr anse-
tn e J uun cy Ideiouy uell'CS , H'l'he P10USl1 BO}" " f i o r 
i !:. accoi"j:JnnieCA 0} v. !:-,u lsa'Ci ns 
Cj~ Ci .ltile , 
Lass ane! 
\.j ner(~ 
occasionall y commentec... 
01"1 by a rriv0l0ub I..:r1 l .1.in<;, ils,ure in tn e 1: r eulc . t~nOtller e~~ l,Ie1c 
i s ~UCC i lli l s lugubr i ou s aria II U nl i u babb ill0 caroll ~ r Oill Gianni 
Schicchi, il l \'/11ic1: tIle l.,) ro'C e.G ta. t i on~ OJ..: til1.U.1. ue votiun ill ne 
a r i a a r e ilt va ri anc~ witl1 the c.,rarlla"Cic a ctions OJ..: t he characters . 
Uft:eli the wise COI.l.t, oser \/ii l rc"ly 01 tn e I"jUu llCY 0 
anu t he clear enunc i at i on OJ: t he sin ge r t o eXj,lr es s t he a i s Juncti on 
oi I., a OCl .. Ec: r 11' e}.<l:'t1L_ l e s a UounLJ in CC-i' l t:" 1. 0n . ri'l"Ie " c nt.lj l U .l.Lll~':l 
1,iel o u} o~ li lt. :Cell. Oii a BUhc"er I s uc::y II ei" l-'nas iz es til e arCl1neS .t5 
Ot t c.. tG}~ 'C , t He Cli:; l.;~rent al';"[i., or tll e BOl.l 11ul e nt b eSt,.l.lf.:! iit u £i.i111C' b 
LOl L ac...vance6 oe .l n~ OLrset D} lle r re uiness t o be t h US ala r ille~ 
e Vi.: r ~ u:C erJ'lOOll . I .l ~ to ue resr etl.:eL: tiic..t tlie <....1.[t.:ccor s O ~ 
t Il e tiavoy o~e r ~o ar e otte11 leas t ru stins OL tll~ power 0 i ncoIl-
<.;ru J. ty . - ~ Ci - 1. 0 , for e~ .. 2Ul! -,,1 C' f i n The Mikaao i u l uost ~ IVar.l Gt1J l ~i 
r e~u ir e~ co bu r lesyu~ hi s SOllS S i ll ~ so~ew nat crackeu vo i ce, 
\ l l:er (;a~ IIli'i t -7i110\'/ 11 \'lu u l(~ H1ucL b e tter r e ly ror its nUhlOl1 r Oll 
t rw o iscr e1>ali'-'Y between it s me l onic pathos ano its u ramatic 
s1.Cu a tioll . SUCll el: tec ts r e "':1uire a 'cte:lJ.tive li~ten.lns . In sonS"' 
oW i I, the theutr e , auc .. i t ional inuica tionb m: ttil:u e a rc= pObsi ole , 
~.l nce lIi t e r en r. V(;lC e S , ~vtlE:t:ner lUJ.l ~n or l nstrl..hdent Gl , cc:.n c r cc..1. t:E' 
a il te r e nt SeljUences .. Ll..'C this iJossi.uility is tr a ugnt \'l itr~ QCll"1lje l · , 
ro r tIlE' el:I:r::ct can Vf:..· r y e iiS l.l y be Sj!o il e u \;: 11 81 tlJe l CS; lL: at 
sc<:.uence i ::... I-'O irltecl U ... J Dj; aaai ional ge stur es , a.nu subt l e irony 
Lin) ue r e ouc a tu crUGe lJurl e s q ue . 
Le ~ ical cloice is yet another a re n ot ~atternin s on t he s cn,a n t ic 
::,ict2 o r: t ~ e sb:cCl:rl..lHt . 'l'h i .s i s no1:. to ceny L. lll C. ld.any 112i.ic:"lJ. 
C1l0iCeb i ll poet ry a r e Llo ti va t eu oy cOlls ioera ti ons 01. qua li ti es 
Vi: sounc.... , but let u:...; I0 r tne h(O.u ellt:. cO!lb iv.G t l. t eUfl l! ~l.; ~ lvne . L rc...s 
Co r e KnO!ri. LJ}' th e c;oraJ:.iClny tnci ke et"" . rl.'hus any l e hic a l i tel:tS tna '~ 
seeL'l i rlC0 11s rL: OUh or ",:urer.lS.l H'::;, i L r e liltlcn to tDe i r (';()llt~~~t , 
ar E! l:o r es rou aeu .. \ i e lluve seen that. i n "La p i s L~zuli rt th serious 
St7; I.lUU t.li; GlFt-' r c:..iti a l 0 '( tr;.(.:: v'url.i. uS.:.ty II occurrCLi at ~C~ ~ecv lU 
:.iU 
apl:Je a r an c e 0 y v~r t Lle O~ it s s tra.n~ e cOllocatio n \l itii IItrc.g e c.:y ll , 
II l l ah1 1 e t II I IIL E'a r II rit.. so on . ~G tIle ~trengttl tlla~ tne wor~ bor e 
i n th e, re st 0 the poer" accUfi.ulatec.. 1: r 01.1 it s J,;rev iously ror e <j ro un6eu 
u ses i it:. nau SeeLi e l.: 1:. 0 ..... elons 'Co c.. (.1i1:.Le r ern: l:i C- lu 01: c iLcou r be , 
a ile... tne iJoel:I S convincin s us that:. it uiG no t, Wi:lS a n i 1ii}?Ortunl: 
,eJ 2I. rt o t tn e iJ .... i nt ilE.; \lliJS l",1C:K i ·~S . A \'JorG t!lLL~ lor 8<:" r o uIlQC U .!.l i ght 
be s i gnirlca ,t be cause o t it ~ inconsrui~j t o t h e r eg i onal , social 
or bist:orlci;;l CH i.l l cct: e;,I",lo} ' c. 0:' ic s COii t:e;' t, or oeca L. s e it 
i s cOHlill on.ty associateu \-l it ,_ Cilloti'ler fielu OJ: o i!JcQurS e t 'na n 
t ete c Lc:.l ~ e8t.i....i.i1.~ She u , o · L.Je c at..S0 l.t i:1J.: ri nsc b r~O r ldcl .l. C U5t:.Ohlb 
r sa r uinS .cor i-t a li ty alll...i i nior mali ti or Ciiscou r s e , or beca us e 
it h a s mU l tl~l e J I:e~nln~b as u~eu , or ~e caG ~ e i~ nab I ile t ~hDri c~ l 
or SYIILUOlic si c n i i i c a nc: c i n arI otl1e r His e lit e r n l context , or 
even b e Cwus e 'Cne VlCirl.. i 8 o r tne !:-,oet l S O\-JU co i ni riS _ "Ut !:; ince 
r'oreSrounai ng i::; a su J e ctive t-e rcc", t i on , it s houll. not: be a ssumea 
tila t OUlY sur b)r i s e ctJlO COl"ltrc..s t c a l tor e sr cune, a woro i S OHI€: 
\Iores may im~r ess to r t h e ir verj con s i stency n u apJ,;ro~riatenes s 
i n tne t ei-. t .. I i": ~ : il:t..reL: U\} (: n 1 s i-0er.t " 1"'ut ~11 t~i ll, ( u\Je n , 1946, 
7j) tIl e cl ir.,ax i" t h0 aso ,isec. out l.J ur st a t th e eno , 
U \"llla t l.:il c..i(:! !: Cl tllOU :o:, S UrliJc al,:b 1:.0il 
·t o u r e a " ea rt rl ' s si ee~ at a ll . 
ie r e t 11e vit al \"Jor a , " f atuous ll , i s "oreCj rou nu e u uo t n oy i ts 
i ll la r, an~ Gy it s s ta rtlil1g colloc tio n w it ~ " sunbea fr s " .. Tne 
t.; ritten s r asiJE!u th e siglli 1: 1 cance 01: t c \Vor u , anu , wne n settins 
tne ~Oe!~ i as ~& rt OI n is Wa r Req u iem, c nLse r e~eti ~ l un ~s ll i s 
ma i n r:LUs icBJ. a nalosuc to t e \;oro I S linguisti c :Lor esr ount.. ins . ' ut 
t ne wu r~ ooes not r es ulre r c~et it iurl ; it ~ ro rc e l S suir i~l enc 
anG ~ro ~e r in it s cont e ;~t, an u re p e t itioj1 ae stroyti it s se n s~ 
or c..:ont r Ol .L €u ol.tt:r~ se , as ':l e ll as e !jc[ uy i nS ttl ~ U€-c.[lC(.;. l i C. t:tern . 
lie r E.\ we CClH .se e one O£ thl;.: fllu]Or i:--ro leTtlb o · song - It i s i.:.e rha .tJ ~ 
too e S1/ r ur COi;! .. os e rs to cre~t(;; 1.1U · i(;a .l ana l OS;Ue !:l lo o r 11 .. l:-ortallL. 
i nu iviuual 1 0 ~ i ca l i t el.IS . ~ile Gu s i ca l r e~erto ir e i s ~ ull O~ 
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beaut itul instanceu,like tie enormous crasn O~ th e tina~ wor e 
o n UnG es \"{ a rc. LJiCllt! 11 at "[h e beljil:nil ,S 01.: H[l1:tU1' s Die Schoptfing. 
<,urcell anu llanoe~ Iver<:: <jr ea C illaster S o£ 1:he ar C Oi '\:ora- <,all, ting " 
vi i tn Bl1gl1sn texts . ut vlorc.; - t-' a intinSJ oiten Li .s rLt~)t~ tile t C: }~t 
oy rejJe ti tion or oti1 e r excessive I' oresrounuins 0 a well - chosen 
wure. Po~ular conS C 10USIles s or lanyu a g e 18 OL~crl corlcelltrucea 
exclusively UpOI~ \Vorus. "ll e las c... \-v ay wltb ,-,orus ll soeo:.i the cliche . 
uut l an~ua~c a r)u lite raLure e t l ~lo~' ~~~te r ns i ar ~(o r2 cOi~1.1eh 
~ilal~ woras . Previous aiscussions O£ the ~ro blem ~ we a r e conce r neu 
\ I t: n h e re !lave all tOO tre<"jUe ntly be ~n ar;out " \·l Orc.s <llH_t music ll ; 
but: :suell lQLJellins involv e~ serious u istortioll . i~ cancer n tor 
f'eruinanc. Cle Saussur e ma a e i.< very a ccurate ana~oSf'" betl1eell langL1i:t':Je 
anu a 9~iHe 01: ChES S : a sii l':jle hlove o r a s~nsl e ljiece l:ll te rL 
al.L tlle relatioliShi~s at all th e j,;ieces 1:0 eacn oth e r (l!>b 6 , 
U" - 0~) • 
In conte x t , \'lor a;;:) co n e r e i n Sl:' fltac-ciC d l t,Ci ttc r l~s . h g r e G!. t (le a l 
' 1 b been Vlritten anu s a itl ~ bout :tJoetic licence, anu some scholar s 
l1ave SU~9csteLt C l dt p o c 'C r y b.::l~ i t:s 0\) (1 src:..I lI1L LU.t" a n u tIli;:CC it i~ 
tlle stYJ.istici · l '~' business to uescrlue tha t grcHll.i & r . \Jhil. e 
1:.nis vi e\! r ecosr:ises t L a t b;o e I.e licence i'LSel .... loS r uleuounu 
a nu thac there a rc thus clear ana aescri a ole lirnitb to p oe tic 
~icence , it I;l i s se s tne !:-,Oil1t:. c na t all :i JL florl. ,a li tj OJ..: sr i:.t i ('IJd~ r 
i Il poetry must uerive Its .ea nins tram a f.;ercebJtion 0.1: its abnor l~L­
a lit]', a cOllsciousness 01: tne norlunl 1Jos -i lJ ili ties , anLi t llliS 
rr orr, Q trleory QIJout the semaDtic r,lotiva tion ot th e uelJarture . One 
OUV10US sort or Le l~a.rtt:rc r01<1 t [;e stu. Cla r O. 1. 5 ui a lect: r e g iunal., 
social or historic<1)., \oJnlcn CD.ll nlcln ifest l t selr Oil til e syntactical 
l evE:! l as w elL a. s on t1le le i~lcc<J . • b~ t: :.!ore ir;t e r c s'C. ~ n.'i a nu mor e 
con~.ort i s the poet lc manitiul.a t ion tor aesthe tic e "tee t 01: t he 
8)( lltCiCticc::l structures o r tne St allCio. ru 1 u nsuClS C iLseir: . r' l ~t ll}/ 
o r th e Iisure ~ at rhetoric 80 abl y ~escrlbec Gy tne a nciellts 
Qre m cni~u~ a ~icll s or eili s sor~. Olle a t t llC CO IJ1.lonCUL url~ mos t 
eriective i G l-Ju ralielisftl. I1 hake iov€, not -7&r! II i "' a tine slogan 
because i t i s literature, makins it s seQa n t i~ p o int tn rou sn 
c. COinC1 GenCe OJ.: :t;>i'l r c.lsa. .1. v {;.'r 0 stru~c.ur e Slncc 1I 1UVE.: 1I .:3. 1KI 1I '\.·Jc.;. r" 
botn c Olloca te , q uit e:: urtuitou51 y , wi tIi lI r..lo.K e II i il our e v e r yua}' 
.L a SJ Uuye . Poet:.r j tnrlveB on SL.! C 1 c o i nc1 G.cnCG, Oi:L:.(;l:. :i:ur e srOllnull':t.,. 
liiat e ri a l tnroUSD f' ~ bnor lli al" ~~rallciisi. l o t ~er e ctl y norlaa~ 
SL:.ructur es . l.H31y ~n ls ~ r e~ c flj( T!l li (sup r a, 7) h~d r:.:~S e }" t:en:.:.iv use 
01: ~a r all. e l i SIt. . nCOln" 'l;/ll1u f COlaQ v.r eatl1er II lS an i nt erescin s 
Clause~ . ~b ~ a bn crldali y is, huwever , conventionalis e ~, an u 
l.lU.j' h ave 0cen a nOfitlu l r ca tur e C L Lrltnj a n' s ui~lect . It u i e r o 
r01:\ ou.rs i n it ;:; i rlvers iorJ o f. suiJjeet ant... l-I r e c:icate as 'vJ ell. 
~5 in i ts e.llil:-'Sl~ OJ.: til e norUl.ll CO(luiclona. l p r E!UO::.Ji t 10ns . botH 
inversio rl c...1lt.. elli~si s a r t' commOll syntacticul Gev i ces 0 1: 1Joet r y , 
11t.H or v/itll u t!'t. pu. r a .L.L (~ li ~l,t . In t.e seconu S'C. I ..dl~ - L unJ~ll 1-. r cu. 1 CJ. S 
'C\'y'O mor ~ clause types , anG lLlaj;:e~ Q. Ji inversio ;~l 0 1: ver /..) anCi 0 jecl.: 
that etr e ctivc .L Y £or eS ruunGs ne ve rLs . Tle e~~~~t lS r e il1ic rcc w 
at the phonolo gici:ll level uy rhyr .. e . 
Jo liun (;.:..n 11i 1.\ rrisln.: , 
LC 'll 'I i-cll a Slam: ' i Si!c . . • 
nesativ a nw a ~ositive clau ~L ar e 
cC ntr,_djt~(.. i 1: L_ Elral.L e l, \,,11.cn u n l. i.,ve rsion in 'Cfll:! n e ljo'[. lv c , a<:;;ui n 
to t or e<:; r ol.llu tile ver0lO . 
lIe III Lear 1:0 \'ifl ~ 'C i, .ell s.:.t ~ · i 
J.~e '.l.i J. .:.lDO li r 1i .!. ~nt. ~nt.. (Jay .• _ 
'l'11eSG l;t.t ra.i l liST.) L a r C' bo u nu to ge tncr u:i ano the r, o n \.l hi cll tI e 
~tructLr e o t t ile e llcir e ~0 e l . l ue~erl~S: tCl e sen e rlce struc c~re 
OJ.: the seconu l a.lve.s or ail I:.hrE:! c s t unzilQ , concluui n g wi tG tni2 
frc De 4l j? i 1 9r il .l _ 
In tl'JE; Li r s ·c tHO stanzab this <,lIras stan as ill c.. irect ill'Posi tion 
to the nOU l".b "i nt. ent" a <"1 lIri ':;l1\:II i il l 1:ne 
all a~verGial loo i -yil1 0 "l abou r" . 
tl iru st u fl~ it ib 
It 1 5 vt.' r :I' o..;vious t l~ t ti U<':il ~ ~ !lt c. <.:t.ic2. 1 l:)a r c:. ll Cllt; .. : r Wlle t:uer 
it:. refeatG "orcs or no \:, i1as r hy t '!fnical an o intonationa.l correlate:.; 
an~ i s 't!l US an i {ltl~uutt= lJu r t 0:::: tfl t.: 1..;1l0liCt iL: .t-"2. t'Cerld:3 O.L t l!C 
~oe tr y as we ll . Tnis aevice i L veri r e aa ilj aCCOi~lG ooat eu ~y 
l.lL'.S~(;_ r.t ~ b 01: enor!lIuUS ii.lt:o r 'c J. fi. cc l r l sLr0l-'!11C cOlJl.; s e t'Li nS -
C,ll,lt- i on , as one Vloul u eXtJe c t: e)L ;:,. l!oet - co[,\poser, e"o'loit ee, th e 
ue v i ce ve l' i Sli.cc ess ' u .ll i . Gc: ri- .1l. P i H~ l :cr t:: Li. E: nt..:..y se"L i.. ... 00:d~ 
DJ/ 1 nru:l tna t usee. i nter - stan::.: it.: l? u. r ul.l el i s1t~ G . Lvell 1. 1J throu 9 1~ -
e caUb E: 11 e Cd l e;~ loi t:ilt jJu ral l e l s e i t i1 er ~li t:ll airecL re l!eats 
0 ' 1 •. L, b iccl J.. t:'il r aEc or \; ~L1i C GI"L ... l. e i:"lern:t.<.r y .t-"'Hr ubGt, . 'l"h <:= t.Ll 1E! VCl LoS lall 
~d,l l iatL; s se t t v 0 L'lnyall l s hyU l i s iJarticuldrl :y' E-! tfectl.v e ir! t h i b 
r cs t-'ec t OV 0 r c ne Se COll Q lUll. " 0:.: t ile S"Cc..llZu. . III eElu iL t ile J..:ina l 
btanzc:. d sema n ti c l!arCll l el i m.l i .... erai:Jtlas i~ eu uy tn e settins al t houC;ii 
no Gyntact i c~i. 1.le "CCrl .l l~ i:.::; akJt ..... c.:. r e rrt:. UfrCl1 tn.e \iOruS nue ll.l J. .J UOLt r •• • II 
E u~ toe t h r ee lines li nkeG Uj th~ r IYM e r e~resent: successiv e 
trl uhl~l)~ o~ De ~il ~r~ .. , ' s C~ LL~il~ : 
'I ' llell 1.: ' nC~ t;:· ;;:.. :Ll y c:.: .. i ili , 
be' 11 .l. e~ r not \ /11 ,1:. 1" l"i ~ u.:i ' 
he 'il. l u.uo ur 11 1 ~1"t ~ 1l(J. uu:i 
'~o ue ~ ~ i1 9 ri ; l . 
Ie ."usc 1! 0'I; turn our atten tio 1, to t:n", reua inins, prosoaic fea t u r es 
natur e 0 " t:.rllll: t en .. I11U S t: once alor e ue s tr esseLi . £'lusic anu .la ngucl':;c 
.:tl::J e u r to Su c. r e 1 .!'-ll~t· l: E'Cl l:ur e' 01: SOLlliL.. LJ " 1:'(.E:' :c rl i n~ : v a ri ... , Li u rJ s 
ot r 1y t 1.1 , te .. lb'0 , ~itc ll , our 'cion , loudnes s , <,ual it: ',.- ane. h a r rnolll<; 
r e l U Clon . bL:. t. a mOi;l e nt j :.., COl/.Qluc: ru.t10n \J ll.l r l!V\2l:.t .l IH)\; L.1J..J...E:.:r Cn 'ly 
Idus i c; an e. lanC;UdSi..: USG: tnes e iea t:ure ~ . 'l'ne co n tr as t s il. htu.sic 
a r e bt t On '::;, e r, anG tn e varl \..! cy en: . a t\: e r n ld. r t..:- r e .:.it:. er . 'l\~ O { t-u t..J.reb 
l!a r"Clcular .l Y, ~itl.. ll l.t OVerLle n t unCi har£.iony , nave iJe en uc:velo~eL 
1..11'" L. estc rn 1.LuS l (! l n to a n e~~ere s " iv (! v}S1: E."H 01: er~()r l .. O Lt ~ 1:,o\o/cr , 
0U ~ Ui~ 0 in uepenaent~ i O£ l a 11guag c , an a ~ e~y in g lin g uistic 
ei~ L) lanaticn , l e t u l vne ellLd. Val~ ) (,:12; o.l-":..ilOlIsn LJcry c h: COOKe (l !; :..> ~ ) 
has SU OW1l t !lQt til e ,;;;ystei.;. uoes have it s r e curren"C anu i:/redict aL; l € 
Oi: SOLIl1C18 l:-'rouuccu L>j . [I e "j l ia n vocal tract . fi'h e:r c i s elll astron o ica.l 
ltui.dJ0 r OJ: CO .t.ll.) l ll.J. tion .:..~ or. i.. i2d CLtr t.;"S or: .sou I f...; . t'er c :... l .l J::-' l E= r \v 1 11 
tD ~ voc a l co r~ s vi b r atin ~ 1 \1e ca n ~roauc ' ~ i ar ~e n~la ber o~ 
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t he SQunas COI,i)nonl J,' callet. vO\Jels an~1 consonants; eac..:n 0,[ these 
can J..)C l;t te r eG 
thit. l-- iCC11 can be con~tunt. or 1,lovins i t he lOudnes f:., ca n De vCl['ieu; 
tne V(;~i " .lb Cd n De lias IlL-eo 'Co \'.'1'.ateve.c a e sr ee l b uesircu; '(. 11(:: 
sounuL C 11 Bucceeu on e a nother in (..:. nose CL CU !d in a tions a t 
lLr c r el1t ~peeus, arlO so un . The i .. US1~ O£ a r~ ~cl r ~lcu~~ r ~a l}SU~ se 
i :... necessc:..ri.l.i' f,iore:.' r esi: ri c t c u, a ~111~llj i eatures aliL! cOI .. bination.:...: 
\'i 0 UO no t U~~ the consonan'C wi t.i:l \-i n icu tn e SeotL terr,l inate the 
wurc.. 11 1 0 (:11 ", }10[, tn e i lJiti a .l con.::.O lio lt C.L: ,LU (;l1 ';/C .L t:.l'l nu..r.t L S :.....0 
II .lano(:,ris ll • LlSj ai u , tn e t e r l,(ino.l. consonan 
i~ a CUJ..:!.ion e i'J(ju<;;~ ~ i:,;nsli ' 11 ~OlJ.r~u , l>U'C l 'C n e v e r OCCLI r' S at tbe 
ue (j innin,:; OJ.: un l.'; l1 S1iSii \/or o , ...:t nl..l L!1S1isll sl!eake r s huv e uiJ:iicu.l ty 
\.; i t: ll tnos e \10 rL !5 ~ 1 l-\ 1: ric.....;~n l z. nSlic.scs \ / L 1Cll 0 0 st .:..t r t \·;:itll tn 
S OUliU . lJeLr:>ite tr-1E::8 C: re .st.rlctioll5, tn<.: c ho ic t.::: 0 sounc; et:c e ct~ 
a Va il w 0 i f: any 1.:.. u,.:;ua <:;<::: I S ve r ), 1Jrsc . It I h C1Gu e ,,,q fir ~,t, 
tIle set 01.. \/O\,le .L 8 an(.. consona nts 01. trld t lan~u se , anLl their 
1" e nnit'i:: c L, cl L.tn :'Br ,s ; seco lull" i t 1. 11 cluL,es tn e s'C r eLS c:.!'1ll. i It:.01'h..l1..:. 1 GrL 
~~ &t e r nb OL th & 1~n 9 ~ 9C ; an~ thirol y , i& incluQ8 L reat ur cb 
uei .. c nc.cnt li. Jon ti'lC l:'c rbOIl~U" l;: L } C ilO ..lC ,:;Y , prlj'BiuJ..0si" Cil .u sitL.:at io(1 
ot to e speak r , wllien i ea &Ur e b inc~uuc ge neral ~ ite n l e vel a n o 
r anse , sOLtness ..:inc.. l OUL1l1e:,,;s , t el. J:"'O Vd l:1 Ct cicn!3, auC! cna r aCtc=rlS l..e i.,; 
OJ: spe ei a .!. reso na nce or BS Fir a t:ion or nasality . 'l'll e literar y 
,-r ti s t lI1 aJtl::S e ~ t: E:n E.ive us c: or ' eu tureo.) in t ne .Lir~t t \-JO 01: t ne s c 
(;laSbe~ , nUL not: i t:tl c tlllra , a l t hOllSll tn e: l!el: sonali t:/ an~ 
t.J i'Cuc:...ci cn cr a. (;.ilo.r ·' cte r .:..t nu tl. "C I"Cil I U I'Il; 01: \'Jna'c he or :::' 11 /2 L.t'C 2rs 
will cE!rt a i n J. i C.:l rr ' SOfJe l i" l..iil..c at ion~ or \'I U t t e,tlL .... o a nl.. l! itc..: u 
r o I! (je' <....flC. l OUUJ1 E! sS are ~i:i.; rol.J ria.te ilLC, \ll~u.t ilr(;' nO";':'i no\ ; e v e r, 
ouch 'Hat t er s ti'lll , strictl y , In<cu tile: real!., 0:1: i nteri?r e tat:io n 
bi' a r u u e r, 5i 1;' c.:C we 0 0 not. e:..l t-'l oy ...... l~~l S:iStel.L oi o r tlIos ru..!::Jl1l,C 
liOtatiol'l tor tles e te&ture ';:J . l.t i s char a cteristic or: sons tha 1:. 
it concroJ. s ~ ~t ch , t eideO Cl n("" l C llLtn e S~ l.lUCi~ li'jo r e ti':.;i1t1i' i'C [ 
cOltrol over ~itC'l ~e in 9 ulrllOSt absolute . 
'.I.'h e seSj~lent ul SO Uf1 ( lS oi a. part i cula r 1 ansuc.Cje , itL vr.),\lel~ anL. 
cunsonant s , are nece~ s ar ily a 51..3.11 selection tr o!.: the ' .... 1101 
l' ..J. l\L.;e oi ,suCll SC Unl.s ·roCiLlcilJ1G u l' t l e nUi.l i,lrl VUC&1. c r .... c.c . lJi .t~2 r e(i''C. 
nat ive s~eaKe rs O~ t tla t ia 19 ucl ge may va r j che l r ~ r onunc iation ~ , 
i-·a r lCUl. l... r.l Y OJ: til e vu,: ~ l s , \'/ it tl l ll ljulLe \ / i oc 1.11<1 1 S anu ~tl1..l 
b ~e rt e Ctly ill t lli~iDl e . ~hi~ i ~ ~. , ~ue ~OS~lU.l 2 ~~rtly ~j to e 
v l2 r ~" ili~P i c!::Sree OL r e::'GUn l~a ~l cl i ll n':l"[. lJ.r dl l l.l S li~9C . It 1. [ , al~o 
JUs\:. Ub ' ,Je ll , tor th ~ s ~ea ker s O.l.. ~ l. iln(jui...S C u it te r '..Ji (.; l J..j ir OJ.\ 
one anOt:ilE-~r no t only i ri tn c ir 1i .. suist i c env irOlu!. crn:.s c.urlll<.J 
f, E! ye i:H b i ii \·itl i cn th e y <: r (' lear n i n'.. th e l a nguag e , b ut a l so 
i ~ t: nc~ i llU 1 V i Gu;:..1 CII G. r - ct e ri s tic E 0:( tll e ir voe.::l trilC"[.S . 111h e 
o.Jvioub ui!:cerence be t .. :een t he ave r ag e i-itc!1 ran ges 01: lt ta l c 
..... liL. t eiaalQ s )ee Cil i !;. o n .LY one s ore ot i llo. i v 1 L..UCit i llS Seee t.:11 Char -
acteris t ic . 'h e ~ c t o t va r iat i o n ha~ i lJportant i d ~lication D 
i: o r s i n~illy , a.s \-/E: sn~J..l see , bu t i t: :,lUSt. i..ie eUl:,la"; l i;; e u "C ile r e 
G. r e li h it b t 0 t 11 e va ri a t i 0 i Ito 1. e r a b 1 e by 1 i 5 ten e r s i .1 0 r es 0 
1 1 be0eC.L~ t 16 .... 11 i n sonS . 
l'oc r ~i e: mlJ .10iS -e ne C uilli t i es 0;: s eSiil e n - i.i l. C Oi'!:;:,ona ,~ ~ l sot:.nu 
i n 1,.. vUr i c "C.2' OJ.. \.vays . f'e r ' lae5 the.! s i nl .Jlest t or e<; rounl.i ns oevic~ 
l. b a ll1 te r l on , tu e [" e .t~·et:.1t i on 01.: a L:0nsonc.. ;rc~1 :SOUl"iLi . An e ~~"'CC !:Glun 
o r.: t: Ii:.... i s tnt:: r e .;e ti t io n OJ. d nUhl uer 01. consondnt~ sharin l::, 
t He Si:ll,lc t e: t:lt:ure : nu~ ~ l. l t y, t o r l l;St a nl.!C , or i:- 1 0S1011 . 'lar(:{ l:-'0et.r:t' 
r eace r s c.[ .; lncl i n c u t. o asc ri l> 0 l;articul a r . uali t i es oJ. ["DO Ll 
~o b-'Gl r ti c..:U .i ii r cons onarn:' i.L l sounos . \',I e .Gnou,i t.l be b-C i.Jt l Cal auolit 
tIli s , as t ' lC r eaoers inva r i aL l j' kriO \J the m ean in ~ or: t nt2 l ... ·h r as <: 
1 11 \/bil.!n SuCH souu u s occur, b ut i t. is a t· l a L~iJ....;l e C1H: Ot' y tH o 
u I b.r g t:: aC(;lILl ulatio li 01.: t..- lo s i v e SOUrH.i S mi:l j ' ~USigesl.: c. gs r ess i on 
or aj1t; e r . \:. 1.1 0 1' l' e ili e . i .. .H.~ r i-' lu c l l en I S OUl:L: Ur s t: II l~i1...i.. t i!~ 1:-'0} S 
d Ill). th(; :"u S9age !" (H5, IV , Vi i, 1) . S i r,\ i lar l y , r epe 1:eu s i lJ ilantc; 
~du.:i 1..Je liS e l. to cre e te a fll43hiii<;, e l:~ " C '~, tl10U<:;{! \' e uave.: (,..."lt c ·· uy 
not:. e u th e a <:,u is n o t hiS S S c l",ar~kOI""r I S 1"1is 5 i n "Gretche n 1.1 
Si-llnnruc. e " (supra , :LU) . 1.L'rle i..joss i UillC.Y ot ]. , UCll L.:ist o r"Cl Oll o t: 
consonantal J:.;a t te rn s i n SOI1 CJ is Si.1D.l.li se ri OUb l~i s t ort io n \\IoulL, 
r ~SLt .i i: i ll ser l. UUS l e ss Oi: l. ri t:.f.::l li S i L1.lt:y . c LnOU.lC JJ0 l:-,O l 11C e u. 
cut , L.llOUt::Pl ' tl1 c.. t SCi.it:! sin<:;ers lll isunCle r s t ane til e natur e or nOrlila l. 
s ~eeCl-': a nu i nt:. ro d u c.: e Un Hatt.: r .:.t ..l JU1~ (; t ur (' int o i:-h r a se s SUCH ~G 
lI i:.)Ul.: uow n lt; t ne nor ra ~t.1 SlIt- e ell t.Ci.t-cern \l oUlu iJ12 LVr tu e Cerhl1.1Hil 
plosive 0 ' t.b~ Lirst v; or~ to bc a ssirJ ilateu by the ini ti ul lJlosiv e 
or: t ile secanli. III ;Jin ,::: ~lllj tUls c;'ssi nl. ll a l: 1 0n llas tHe d.uued ac.vc,l1t.a (,j e 
tll Ctt: tn e v i Lr dt ions 01: the ' VOC~.l co r es ar e int e rru J:.: tec. once 
not t Wlc e . ~ hile cl&ritj or aiction i ri bi rly i ng a c ~erlLS veri 
l a r se i y upo n cl e a r l y enunci a t eu c ons o nants , q u a lit o ton e 
ae~e ntlS 1 a r s e ly u~ o n sustainea anti at ' ul e vowels . The soun~s 
that intruCle ;nost avl:-war u l y upon tha t quali ty are p r oDab l y the 
siDiiants , Wllicll t encl to last: lOllser tnall o er,e r consorlaIlt:S a 11~ 
upon wt1ict! no sonoro us lju ali t y i ' po ssibl e . h i s s Sci"1,'larzko,t-it I ~ 
de rianc c o r: tnis =act tor a speci r: ic et otiona l e t e ct ib a trl. Uj~'lf ... n . 
\ Jitl1 regaro to vowels , even th e most o uviou s foresrounding aevices, 
l.i ke cl SSOnanl!e anu r hY:lic , a r e nO l: al\.j ~y5 as clea r ao t hey See!!l . 'l'he 
V 0\'1 ei S 0 "11 g1i,, 11 vary f r oi,' r eg io n to r es ion arlO fr ol_i a ge to 
a s e . 'rhuS , wil il e t he t--re st l ge or -tl1 a t cii a iect tt1ar; H e call sr;anua rc.. 
e n s ur e s a cert a 1 n !neasur€ o f stabili ty , th e sUbtler ei te ct s 
or v owel mUbic s }loulu be c a uciously a i scuss e G. On cn e o~her 
nana , we nave t h e evi dence or poe t s th6nselve~ tha t vowel so unc s 
a r e anto ng t he ir IJO SC c a r e ul .l Y ca~cul ~ t e a eI Lec t s . 1!1 theory 
at lea st, a ny articulatory rea tur e o r vow e ls o ay b e useo i n 
l!a tte rnin g : t ense ne s s or ia ~ i ty , o penness or c lose ness , di t'n cnong -
i sat io n , anu so on . I I practice i n t:nglisll , r- ro lJa b ly the onl y 
l:eatures eAt. e n s ive ly usee... a r e 0f:JenLes:::; anu Close ness . Cl a~s it.:~l 
sca ns ion has forceu uJ! on U5 co n cern for a uration a~ well, 
out son:e ot t il e acce p teo nutions about vUlvel l Cllt, til h a v e no 
fo unaation i n 2 nys ical fact . S~ec tr os r aphic evioence suggests 
role s in a e ter lu inin g voweL leng tn r a t her qu a litie s in h erent 
to t il e v owe l s c hel~ s e lv e s, so c n - t , say , t ne vowel i ii "b e tIl 
i ~ nor; necessar i ly lon ger thCil1 ti1at i n " ba d " , the co nvention s 
o SOi(i e sY b teLd:l ot F,none1:.ic Lra,n ,s cr1.i._·cie;n nO"C\v 1.Ln ~:n:allU i n(;.o ! Vo\\! (:l 
~ualiti'- i s , a s vle S!U.ill sec stlo r t ly, a v i t al iactor i r\ th e r nyth'l .. 
oJ.: Enc,;i i s n . 
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but t irst ther e i s an ir.lL-,ortant poi!!t: to be r"a eic: about tlle inev i t -
Cluill.t}' ot diutortion OJ: SO"le vO\v ('l ~;()l.i llL.b \!1 :en Li:'eecll iL tr antJror 'I,E;'c 
int:o BOllS - In tne t ir ~t place , ever:}" singer kr . Ot,; S th a t there 
tAr, certain ~OS1.ti()IlB i n \-11 11ClI ni:.:·, or ner ~articulLir Vl'C(:.;.l t.rctc..:t 
~roauces it s srea test ricnness 0 " ton e , allG that tnese ~os itio nu 
HI y v ~ r 'j wit.!l l. l1 n1.::; or ner ~ Ili:ire lJitcn I'ClLs e . Naturull}' ellous11 
these positions te na to be "hos e as sociate a with open vowel s 
anU. a certo i 1 .:lr.IOltl1t ot lil· -r ounuil ~':; . It rO}.J.U\\'b ti'lat L'iJ1.s(~ rb 
\ / ill tenu to xin(j tt10se pos i t ion s i I &inSil !S, l · '·t t"tic l: la_rl~' Oi.! 
Gust,- ineo notes , so triCt t: a CO J 1:.rou i ~ is nc t!eS:.:;a.r}: uetv,'een tile 
sounCls inoicateo 01 tn €' te ' t anu the qualiti SDug1t Lly tile singer. 
J:;n ~ J.i s ll vo\/e .lS Ci::tll SOhlet iI.tes iJ e a crue l triu.l tor Silye r. 
close f r ont vOl-leI l i Ke ti1at J. 11 "!;I"eet" i s pa rticuIa rJ. y aifL i cult 
on a SLlSt iriec..: hisn llO t: C . IIl he cOhiprciL!i::;e sOiu!2ti ties use u i s to 
rounD th e li.Js SOI.le\·lnat, l:J rO du c~ ~ a ra ther ull - t;ngl. i sn sounu 
Close to ttl e "'renel1 VO i e.L i I lune or to tne rirs1: VO'./Cl O J: tI,e 
Gerrllc-n wor o tlber. In oroer to maintai n y ualit y , someone si 19 i n g 
i n £n<; li8 ':; nelS 'CU llse r a ·cner ,:.ore tel'1~enC:!5S thall ib customary 
irl ~nglish s ~ee cl . SUCh com ~roQise!; ar e h r61y n oticed oy th e 
ii ::> t:. e n r, e&peClilliy iI tne sinser 1. ;;; rl1e ticuloDS a bo ut conson~nt~;, 
but tn e y 00 a tfect slightly the vow e l ~atte rn s w r i tten int o 
tilE! te~~t . vi!._i tl10nS B a rc: ~ 10 ue r SOllLce ot Clil.: l.: 1CUJ.ty , anu t:n ··llUh 
ha s r,lany 0 the;,!. 11: i<.i ver y easy t o lose LjUali t:'l in tn e gliue 
t rOll', one vO\Ij~el sounL. co tilt? OtllCr, i-'ctrtiCUl d rly \'!hen tue oeconu 
i<, turthe r rorJ t h e pOSitions 0;: ol-'1:im a l richness . Consequently 
.sin9 ·rs l ea r n to .. ani (lise t de .seC Ol1<.. co !ponenc or: an' C.iei1LnOn~ , 
sOflle tir,I CS turning t he soun o i to u ;,;urc vowel . In tne great 
Uc. ss ario. 11I1'be t:.rL!lli.l:.J t sndli SOlH1G" l: r c-n. 'l'he Hessiah a <:;re a'c 
ueal 0 - singi ns i s dOlle on the t wo verDS i r. the t e ,;t, '''1'h12 tr ur j?et 
SG~ll SOLU1L. Cin e...: tne UE!u.<.( shall. be rai ,oe u ll , bo til ve r bs cont2ining 
c.ii:-'t"l t ong s . 'l'tl C sonori t~i neeus to ',c Llainta i nec: 011 the f ir st 
E:.Le:ment 01 etlcn ui i;,llt:.nOflS , \vl1ctl1c: r t ile T.,'/or u i!:> set to i:.t :erOI.ll. J) '1'1t 
sustaineu note , &.s i ti II sounoll , or i B th e iocu s or elabOrat I 
f.l 01 i S lit a i <.: u e cor c:t t ion , a s i ti II r 2.. i u e u " . J:.l e r t. i C U 1 c:.. r .i. y uS .1 Y i s 
· b 
t he lQ.tJit or Dom e ill- trainee s i nger5 vlha g1i uc early onto the 
.seCOl1LI e.l ealent Oi.: tnc U~.L~ rl t.LlOIl(..iS iE \,., or<.!5 l~ C' Ilri se " a)K~ "pr c{ ~ sc " . 
'tile ilal!ics Oi: r; n<jliBCl G1:;eake r s in irltroducins uifhtno119s wher e 
tr1 CY GO not u leI1<:; i t l anUC l1 E!r l.Jl1guage ':1"e lr~ l. l.l icl:ll to ~ OOl. 
sin~i11~ . ~ny libh chO Ir s ott e rl make t tlinyb mo r e difiicult to r 
"CCle rhselves u y si! ~9 i nlj t n 0 L~~ t.i I VOU E:1S 11'1 credo as 1 - tHBj VJ e re 
(..Ii ' i'it longs . 
OJ.: vlH'/E:l oi l:ortion in BOll<:; l1 a s not.uinS to uo vi i '-i l 
a se~rcll tor beautixul. sinSil1g sounu , but: deriveb rrOi.( acoustics . III 
s~e ec{J tile h t':t i ~ a(;OUS tl~ Le 'Cc= rhl i 1ant or vc..l\ Jl~l gUCl li t y , anc.. tnercJ.:orc 
01 vQ;;"e l uiIJ:c:rentia1:. i on, i s 2. r e in orcel:lern: 01: enerYJ/ at certa i i 
lI u r u oni(;s , . no\·, n elS vo\'/E21 :LorJ.li.on s , abov e: toe ..cllllc...a nenc 1 l r equency 
01: ttl e voice . I i s because tilis reintorcement. c. 'ects armon i cs 
a ,n a no\: tn e :[lU'll; cIli e ntdl ire \.j UE'r~cy , tIl. t J..)(Jt.r; fIle '1 arltL V10l.d21! , 
\-l t1e t ' ler ti1 y hClv e h i Sjii spe ' h:i nS voiceb or 10\1, C,:in 0C! perceived 
as i..i.tt e rl.I1S tne sa "i 0 vOh e l S0Ltfl~3 . I Ii .j£",c ecll , p itcn i ti OVt2 .. tt:rlL. , 
ci:,ll eu intonation, Fl ays ' n i r,1 ~orta nt j,Jart i n cOllv ey ine, ,'1ean i ne" 
Lut \l h i.l € tl ! e uir e (;tllHl 01: 1:.1l~ hl oveluenc is vltal. , i ts c;~ t el'l\: 
is variillJle accorc. i n g to inuivi ual \OOU , circuhli,tance anu vocal 
ll a u i t . lr~ bony , hO\IE:ver, 1-'itcn o i l: e re nt...:e s a r e ve r~l t..lrc:~ isE;ly 
controlleu . Ii: the tunoaJ entul fr ecj uenc j de.lan (1 (1 0}' a r,\usica.l 
In .1. CL~i is i ~ 1 e r t 11 ant u c i r e, li e Ill. ~/ 0 i tll t! .i 0 .... " e DeL 0 r I I> u. n t:. 01 
the vOlvel to vlnic t1 i t is un"" tllel. tHe VOlvEl \'Iill De u istorteu 
iJCj( Ol1Cl r eco~n i cion . '1'il1 S c t.:. n ila.1:"~en on a n :~;{ lio 't e tlisu e r t.11(;11i 
toe E aDove 11,i aLl e c . ~ll e greater pa r~ OL a soprano's r an~e 
1U ti"i e r e:cor~ c:.:l:J..: e ct.E.' ur a s uj.J5t~,dlcial 1:-~r'C Ol.: a cont:.r a lto' S [2,H<j , 
D~out th e u~~e r ~i "tn 0 D t e nor's r 1ng c , anu th e to p notes 
or: a. ut.l.5s's . It .sUOU .ll. u e re fole.tilier Qu t:il~ t ci r. enu:c .t;' c: rt scor~t.. 
in the t r cJ.....le elel: is ac-cually sung an octave lower t 1an vlr i tten . '1: le 
t:nS.1iSIl VO\l e l G i u tl1e \'-iOfuS Il S \I Ce C Il an t.t Tl Sltll , hctvinS pa rr.ic.:U..l a rly 
10''0'/ ' irs\: iorhlants , 0.r8 J:.>arti cul a rl1,: vGlne r cJ.bl e to a istortio n . II'he 
I.l aLove ll:iuull! C has a ireliuerl(;:r" 0:':: t: .• :t:t U b~ ... ;' tne uea l1 1: 1fG'C L0f H,ulit 
Ire~uenc i e s o£ tnc VO\;elS in I'swe et" arlO "sit " arc 3uu L~ anw 
30u 1'14:: re s1!eCc iv t! l y ( ' r " , 1~7~' , ~/!.i; t.ne \,lilG.!.€ Cf!C1~. e r, f-\ ~.J 71-L.J.., 
ib relevan ) . 'lher e i s a subl i lole • .>3. ssc:ge i n th e Cred o ot Dee t hoven ' G 
l·l i ssa Solemn i s i n Wfllcn tn e s0 t;Jrt-lto£.i are ! e '-:.iu ~ r (j to s i ns tne 
ow 0 r C1 s II , t vi t a rl l v e n t uri II 0 n a t 01:.1 .u t 1 at : :; 3 L; . ~ . fl.' 112 s o u n u 
is I.,as n ir i cent , but Ol1J. ' SO ll:(!on~ 1:u. •• l i.Llctl: \·) icn tne te~~t COUlL;. 
have QOy i CeQ w at they we r e s i ng i n g . Tho a~Justmenc necessa r ~ 
L>j? a sir1Ser t o cO'Ii .i..~·enSa t:.e ' or suen Cl 10S3 OJ..: tehL.Ua.1. i ntel..li<:,;iJJl.l.lty 
i s fortunate l y s il"ll a r tc t he aClj ustment 0;: quality Lor Dea uti ' ul 
s i n,:;l clCJ sounG , thousi1 at 't.ne v (;! r y i.:0tJ or t:.he s o:..""riino r uns e v o\-.; e l 
souno::; a r e oit1: i culL to l1 i st i ngui sll anywilY . r, eve r th elesb p ',ys i c i st s 
lc."'V e UuserveG. tne puenoldenon or: iOrj{i~nt: tuni"49 : 
'i{ ee r l en <..:E!U sOi)r ~ l10b . e:.ve lea r ne o. 110\" to turle ti'icir 
tor~~ntG over ~ r ea sona0l e r a nge oL r e~Uenc) i1 oraer 
to ii\a. l~ ..... d t() r rLicUH:' c oinC 1 UC; wit.n tne I:l:ll(laHentu.l o r 
on~ 0'( t he over t one c OL ttH:~ no t e be i n~ suns . ( .t~ oss i n , 
l!>IJ:O:, 3d ) 
'.£? tur i no v] to r nythi.t . I n 'uro1JC aIl l:-,o e tri r bythm i s at t. 11<.: neu. rt 
m: the ];,r 080a ic.; systems . KhythL ae t--enas upon c, at t e r n OJ: prolr, inence 
oi 80.L1e sort . I n a(!ou~t:i(; t-i1'lonetictj rll1"t..n l,L i ~ ve:r:y air icult 
co account to r, l:'u r t l. i uecau e the: l:-' t olL'i i nencc i s ueterm i ne u 
by a rlU l tt ~er O L fac to r s whos e in~ e rr e l ac l0n8h l~ i s l rlt.r1c a te , 
i:-'ur t lY L;eCCius e t il ·· p e r ce};Jt i o! OJ..: r 1'l::{ t nlLl i s psy cn o l. o s ical a s 
\ 1011 d G phys i ca l: 0e ca u~ e 
Yet r hytl,,1 is " reCit ure OJ: al.l lanc;u se , a nt.. Ci str ons r lly t h ,i cali t 1 
i s a ~o vJ eri ul r e intorceuent. or: el,lu1.:ion a l conv i c t Ion vio e 'i:.n e r 
i n poeL r y or ~ul pi~ry o r poli tics . Bu r opean l angua ges call be 
o i vioc G. i n\:o l: i!ose lI Ke PrGIH..:n , Sp a nisn anu Italian i ll \-Jlil. c 1 
tole occu r ren c e 01: tne j,J roffi i nenc e i t. r elatec. t o t ne nu"ber OJ: 
yllaoles , anu "C hose liK e L n sli~,H~ , Li e Ldol'i uItU Hu.ssi an 11'1 \'Jilich 
th e r ec.;urr cnt pr ominence tenas to be i n ependent ot t he n Uhlber 
~ylJ.ai..iic dI ll .... a(;~entucll 
l .... r oso<1i es r esl.'cctively _ Y U\Jeve r the e r o s - c u r r e nts i n l!: ur opeall 
cul~ur a l h l bturj SOl.lcti lne s ~ntrou~c e SjiJ. ~D ic ~ r0soQ i e L illCO 
l i ter a tu r e s whos e na tu r a~ rnYLhmi c ~yste~ i s ac c entual , ana 
v i c e versa . ri'l1U5 , t, e r11yc 111n5 01: Shukespear e ':i pl uys , 1-'B.rtl culur.1.Y 
trio se oi {Ii;.;; hw,t:urit;{, .J.r 0 accentu~l, altilCJuS1J the s r ea l: nlCljo r iti' 
o · lir,e b ar", oecasyllalJ i c . III C: iscussin c, th e r nytl1h1s of J.::n<,Jl i sL 
eo e tr ::{ , a g rE:c..t c.e il l 01: u Il neC~S b & r ~, ui:LJ.: icui t:y c c:.: ri ue aVOll,eu 
ir \Je look tirst at th e basic rilytllmico.l systeJ,l 01: tne languase , 
\ / il lcn systel.l lllust ul1uer!:,i£1 11.t e rur y r nY 'cIllLlS i:lnu ll',et re:s i t:ney 
a re to iunct io n as a u uiLll e ailG; cor'lt'rebensil.;le t'atte r 11s . Our 
conc e rll l1 e re i s , a :ccer a ll , tUf= ehten i: to wnicil sonS sGttin~B 
reil)force or su~erse~c th 8 rhyth,;s O~ t he te~t s , -n~ no th e 
aDstr - Cl: syster.t \'i li ic:n til e £.oe [. useu or 5utJi:-'0se a he \'las using . 
'l'lle r esu l a r j,J rohl i nence th ilt aeter;.l i nes th e r y thra ic al it y of 
Ln (j li sLl s ~ee cll i s Sl.:r ::.;,s . Ie i!::3 1--0tcfn:'lal i n a.l.l t;ngil {l 8iJeecn , 
t nousn no ;,;art i cul ar str etcn nee G be rt1u r keoly rhy thro1ical . Poetry , 
l'lO\l eVer , i s e Aeecteu t o be r ' ly 'c fiJi. ic 1 , ant.. itb rl lyc i1 hli c a llty 
ca ll oe conve ntional i sea i nto aetre; metre i b th e abs tract systel~ , 
r hyt:hru the p··t t e r nc u. r lb.l i sa'Cion . 'l'n e s \:res s ui-;on \;j ll i(;d c;nSi isn 
r nytl:n" i s founo e u is ir,lmeai ately recognisabl e tl nat iv e I::ngl i sr, 
Spe 2t KC r S , out frc:sent..s i_·roLleJ.il:.i ill a :o !;'crl..et ion, Cl!l(, .. pnonc'Cici(.lrlS 
a re a ion s wayrol., ~g r eert1enc a b ou iCE nac~r e . It functions 
Vlltnil l t,: e i ll to ,atiull sy"tei.; or: J:: n list! anL! conv ys Lot:n cruue 
h,eanin~ arlU i nro rma t i on aGout th e a tt itu ue o r tle speaker . The 
l-.. roSOl..1C ;';Ybt.e ill s o r: t n e l a l1SUc1£C la v e otten iJeen C;a.l.lell sUiJ1: -
segmental to isti ngu i sll theL tro;,\ ",eSi"e ntal sounas, VOl- el s 
. nc CO Hson - lltS , ant.. IJe ct..;.use l nCOllil tion co ntou r s o}!eratc OV01: 
short: pnrase b 0 1ansuage 111 co ni or~ it:y Vl it: D brea t hing ~atter11 S 
oS v; 11 a s ~V i t: Il sy ntil ~, altnousn t hey carr:}." t:.n e Cluuitlorla l i rl":v[lil-
at i uu about atti tuoe . , st r e tch oJ.: \/ritten l a n g uage , fo r exarllFle , 
SCVe r [ll 
val i a r eaG i gD 1.lay be ~ossibl e , srnae sur~risins . IISupr asegl ental" 
l S tnerS i0re &n a~~ rO X l i~~ te term a t beSt , bec~ u~e t l e ~r050~ ic 
sys t el,lS inter - t,e net r atc t e other systews ot langua ge so . 
St r es v functions Dotb with i n wo ruG , \lhe re tl:c (.:iS~05 i t.io ot 
stres s i s a necessary ana invariable teatu r e oi p r onunc iatio n , 
dne. ".'itni n se t e nc s , \'li-:e r e i 1: lillks i nt.o ·ne inc.onation s.:lbter.t. l t: 
is r ecos;ni sa le as tne l:eatur c that ui st1nsuishes the noun "contract " 
fro,. tne v r u "contract". But wha is ic acoustically1 The r e 
1 S a st r o ng a is~osition to ~ebcriDe tne ut~ e ssea syliaL~e as 
louaer 'C[lan tne unstresseu, but e >:pe rilolentL in acoustic j,Jhoneties 
have st - o lisn eG -Ci1c.t incr(!~.:;..eu alfll;11tuce, thOU(jil a corl~ II'lon c;orrelcl1:.e 
o t stress. i s no t an inva ria bl e corr e late, ana tha c an incr ease 
1.11 alHi-'l. itu (J~ on un s tr bbeU. Sj .ll i:tD.l~S \ i ll.i HOC SHaKe in:Lor u'-..nts t 
cOllvictiollG 'Chat they a r c unstress c u . ic hl i gn'C be ar':Juec. that, 
itl t ' c SiV € l1 e~).a. ll.l~le or t\<} o C1.r:rerern: scrt2~!:i l~·.laCeI:lentS 1. 11 tn 
wer u "contract" , the stresseu 5yllaol " i s l ikely to be len s t heneu . 
p r o0a01y ~rue or tue t wO v 'r~ ions O£ tne ~irst ~y l~~ul e , 
bu'C not C~ t he tw o verSlOllS 0 the seeOlla . ho reover syllabl e 
l engt i> in t;ns lisll is t:c ecteu f.lor uy tL COllsorl~ntb~ s tructure 
0;: the syll a ule tha n by th e vOl·iel . In la borato r y experi rll ent s , 
(Juration has been snO\. l:! 1:0 De c. .letio reliaiJl e SL.;.lue co s tr Lsb 
tha n ma pli t uue. ~he olerica l) linguist , Dw i ght L b olillger , has 
OL s tres s , bu~ he hab not succee~e u in sawin ' cons i stenc 
systclL'lc.'Cil! r e lDt i onsbi - ) uct\i ee iJe rc..:civcCl str eBS nu l:unCtart1 ent~l 
~requellcy . 'l'lere c l early i s " connection , i ll t hat no unstresse u 
nevI i tc 1 l"dOV0Ll e n , anU. conyer .sely 
t hat the nuele l o~ intonatio n srou~5 will invaria Ll be til e 
strcs~e a srll C:t iJ.L€S i , tu e \\'or l.lS nc.l.t ure · ' lUS L(;resrOuJlueu . Buc 
i t ha s not been ae;.lUnstrat ec tnat a 1 ci; or: p i tcr •. H?C- i n.,; 0i8-
qu c:. liries a s~:lli.i 1.)lc rrou 'O tr - SBeu Bta"Cus , ant.. It ib un.i.ll,e ly 
tna t: it: ,,' i 1 be . 
!:;)o r.luclj or louc..ne ss , l Cllcycn J.rH .. b-·~tL:n; a r:ourtn po.s.siule cousl:. ic 
correlate to stress is vowel ~ u~lity . Unce asain there i5 a 
~irecc DUt ai~ILiv~lenc corlrie C~ior} . Stress i s DOL ~a e Oll.LY ~ea turc 
that uistinsuisles the noun "contract" irma t he veru: t il e vowel~ 
lli 't. le r:ir ~t !:i~.l ll 'LJIE: or eaen WO rtl Oll:rer . 'l'he verb IJ contr ~ c - · n 
use s in it~; rirsc syl la ul e the cOlilmonest 0:.: all 8ngli sll vOl'iels, 
a neu t ral vow e l in a cen~ral po siti O I, neither LrO)t l~o r 0ec~ , 
neith e r open nor closed, " it ll neu t r. l lib' pos itio n . i'C is tne 
VO\ el O£ tIl e CO fil IJOn unstre8se~ a I}~ so - c~lle~ weQl~ \Joras suet} 
as na", lI an ll, IItlle II , IItoll, II ro rll, IIbut ll , "oi" c:tnu "and ", as 
;) e 1..1 as or: tne r:lni.\ i Sj l..l001 E: S 0 1 \iOrLiS lir\.e II r iver u o.i1(l II b1I J.Sl2 r", 
all 0 1 WiliCl"l a r e ];Jhoneticdil j c;lose enou"j' l to u e r e garc.eu jCJhonel:.-
ic a ll y as t OlE: ~[.;hiE:! Vo\·: e l, knO\-ill cu l._,none l:.ic;ia n s d t: snVJ a . In 
8tanu~ r u .Gn "j lish i t. never uccurs i n u stresseu )osition , 2. t a ct 
\·;iIicn ctCCOUll"CS ror tlle a.\-.;. t: \.; u. rcIiet;S i n ,Bons at SUC!! t - lse C hll:"[!~l.Geb 
at:; cuat on t he:' r irsl:. \·l Orc. 0:.: "Por unt o us Co. chilu i ~ bor II i ll 
The Messiah. Ve ry Sil.,il a r ~o s wa 1 ti c ae s..L1~ntl y C.lcse r lJOre 
1:ronteu vowel OJ.: the l a st: sy l.l ables 0.1.: wo ro s l i Ke lI i e c.; - l ebs II, 
" n e c k ~ a ~ e " a G I'~ rte ~'1 \wnic h tenus tOl~r0 S centr alioa cicn , 
unli "e it s strcsseo counterpar t i t woras lik e "oi u" , "si t U anu 
1J1i c;"~ ". F£.r 1: rOI:1 bei ns; eviucnce OI Sl.0Fl,;1" spe ecl1 a s SU11,e elc(;ut iun-
i st s ilave I~aintaln ea , th e se vowel s ar e the na cu r a l cOJpOnerlts 
at a rnj?tE .. ie a l. sY bteiH gOil lCj uu cK over a tllou~a n c.i yearb t!lrOLtsn 
loa ern ~ n S 1 i !:) i1 i n t 0 cd1 S 1 0 - S a ~~ 0 11 ( see S t r an S , 1 97 u , 2 9 U ) 1 il 
this syste ill , syll a ul ~ S n.ot :.:;tress€l.I a r e itlL~.! rj~ e u e t ..Lea st a 1L.ucb 
uy <,uali ty , a ll t elluins tOl,'a rCi S tne neutr a l centrali tl' or: s1m a, 
a s b~i oihii Il ~ LleCJ. ad .t"litL:.ue; ant. tl1 C-;! \'.' eaKe rl1_n~ ld<.:r L: s e b uS t ne 
tel"l'o OJ: s jCJeecn incr e ases . ui1'htnongs resist this t e ndency wi tll 
the cOns e i...l uence t{1a~ Cil Ci re.rel y o~cur In unstr e Sse Li r'osiciuld;';, 
t llOUg h th e rirst syllables O~ 'J c ivest tl anG "~ a intain" IJ ay 0' 
c ite u ws e:,:ccl:-'tions w.lH .. t:.l1er E: icr e o. IlOldulou!J . V e r~e ~ r o soui st s 
a r e i n clinc tl to class ii: .l' syllilJ:Jles com: i ling suc 1 vowels Q S 
€conCt C! r:i stre s s . ,--_. ~ 
JC a ll Ullnecessar} conxusioJ O~ a ll alrea~y crna pl e~ issue: insof ar 
as stress irl ~ng~isl) COIltr 10UteS CUbar~s a t·crcciv c L re su~ ~ r 
r ll}t ll.licali-cy, it l:lust ' e Ct binar1' Syst <::l;t , e i th 'r - or , no t:.: graaua~ e o . 
11' h i .s i:;; no t to e ny o t:. n er sor'L.!;:;' 01.: t-'ru:L!lll t:: l'l(;C , P U 'C til h,.t,l. ' to 
pl a c e thBJ in anaiy i s oc tn ' ~e ri 01eri o~ th8 rhythmic~l systel~ . 
~ ucn 
<l 9b"/l, whO ~stalll i heel correliltives iJetl-leer. f' erceivec. r llytnI.l icalic:,' 
i -I t: n sl iS H 8 i~e e cll Clnu a r e lju.ia r !!l US CU.idr i-u1 s e i n the air - fJtr E:: ; !.l 
•• w Cl1a n iSh:. l)th ~ scholar" c;oncerneu witn t 'unctio11 OI stress 
c. l\u l~n:,), J 1) u' Connor (1973) a n", De r e :; ,.,ctriage (l;;u~). 
i'lcoustic cue s t o stress i:!.re thererore l!r esent lJut ar.1 tJ i valent: .. 'l'i1 e r e 
ft'luSt ~ure .l lJC l..,;ny;",~c.iLlSi(;l::l antI 1Jsyt;nO.LoCj 1ca l cues i:1S \/e l l. . 'i:i'le 
c.; r eat: l:ena i ss ne e j,\L\sic tileor i st , liioseif c z.a rl.in o, cla i "eu 
II 1 'ne n LU.l ClrL L_1 uise i ~ tLE! J.,e abu r c 01: ·C{H:.~ uei1tB 1ft mUbic." ( (jU O 'C0 U 
bj COlleb , l ~ ~b, I), anw r ecerl r ese rcher~ have beg un t o e:~plor e 
tn e pl'iys ioJ. o(j icc:. .L bl."iBe S tor rtll tllhl . Il'lie \ /ork ot .u V1 U AiJercrolllLic 
Cl %!:J anu lY(7) anc l'eter ,-,aQeJ:o~ed (l ')67) looks at the r a ',ie. 
contr~ctic n an~ rel a:.ac io n uur l llS b ~eeCl O~ tne reS~lr a tory 
,usc le s . 'i'n l ~ contr ac tion i h1f'arts t o u r eatnint, Ct <,uls e lI111ic o 
L ; tn 
~tresseu sy1~a blc 5 are a ttributeu u y Aue rcr owbie anu Laaerogeu 
t o t tJe r C sul~r reillrorC: Cl,t E.Hlt:. or S01 11 
u I,Io r e ",Oller ' U cont r act io r: 0 ' t:l1e lung walls . b UCil an increase 
but necu not . but S1Jeake r ~ wbo HClV € lo ns s inc e elnbeuueu su e n 
.:t by:::t:.C f.1 i n t ne~r Si--,C8Cll ltii..Ji S wilJ. , as .ll~t E:: llt:'r:s , r Cti }? Oflu 
cr" a tletically 1: 0 a njl utte r ance wi t , m- r Keu rbythraicalit y . 1l: 
(; .:1 J:. ul~ .. O be ou ervc=o t 0.1: a bUc~id:~ r I s ne..1.u o.i"!u fl il l' <;. (j eSt Lre~ 
are i ntc~:rate u \v itll th e s-cress ~y s telu . ri'h i E chest - p ulse t heor y 
0"':1 E:'r s conV1.1!ciHS r ea son 'wf:l bO 1.I LAny ulve r se Gi cous1:ic cu e :.:.. 
Slouiu contri ute 1:0 rh)t ' l 'I1cal it:y wi t lOU t: be i n~ i nvari b ~e 
Llet~r:liiJlC1 rl'Cb ot ic. 
'lIb€: i n21uc l.:1 Ul:.C1 e ;;:j ot t r uL!i ~ic t!6. 1 l.lc(;ounts 01: C;nsll 1J t)oe-: ~ t.: rn:y tnl" 
anc. rlLetre shoulc.: Le a iJi..ra r etlc . 'r n 0 IInev.,; r nytnr,1 11 t la t: 1aunt eu 
hol. kins i n to w ri t ill i.j "'1" Je ~ l r ·c k OJ..: t~ne Deutscillcl'lc- u \l ~B , as 
he SUSLkCt 'u , no " !le,; a all, b ut th e 1ative r ily t m" 01 tti e 1angua"c 
OucrL;ui n s tllrousr. l a.!ld . .JS , trocnees a nu ClrIu t-" ae s tsi a .ll .i:.nS i1. stl 
ri ly trulc is sr .. runs r nyt hm ! J3 ut l~o )kins , ior - 11 h i :..: };;r osoCiic in sight , 
ifltrOuuceu i rn:o tIl t:'! (.;rlt~c i:l l V C c~UU.lury u i.iOSt: unlortL1nat:e terl.l . lL 
':1 taliloUL letter 0 Ib7 b t o Cano . Dixon (1953 , 1b2- 1 1> !:') h e l.;rit e,,; 
o sl-'r t:.il S r 11~{tlll~'l De il1 S II C;OLintcr ~_,oii1t e Q " t:i Sc..ll. tst t ra i 'cional 
scansi on . it ib not: a h e ll;)iui analogue nor a close one . In music 
co un t (;., r 'U i n t loS a D ijtli.l .l i.:clrle 0 us (!O[lr. r c:.s t U C t\) ee n C\~· 0 or luor 0 
i'(:eloLi es; silrtultanc: ous cOlltrast OI: rrl .Y thr!'lG i t.. ::.:ynco l ... a ti on . bU .: 
\ l he :c e i L .c-:0e t r 'l c.:..~ n Vi C ne.:.:.r u. Ge <.:OllLi V 01L:t..;:': 'l'n e Cll ~ l...I.1 ....:. C e :i·de r .t. 
OJ- al-l eAi..A; (:tC0. .t- atcerll ~ £., no t: w. S ~ hl ul taneou~ sou uins CL t:.\;O 
,t-t a t:t: e r n :.: . 
O.L s tre sseG lJer 
s y ll.aUlc:.:.; i L 01:: 1:0.[ l eSG i rdl-, ortu nc c: . '.L'n e Q l. st l llc c i Oll ).)e"Cwee11 
.lJ.1",lJ.Jlc t.!n ...... trocn lL! r ;."ij t.. 1i._t surel Y nUb no lr' :....i~ i l l r'f2t"\;eiV 8 L. 
CO.dn oner tn c.d! r e l.t 111 1.ilC' , ever;. 1 j u n r.l i-i.:c C;. V C !....E:: . GiVcli 1111\=S 
i.d1iL Cl€: i "il. \j .. l CQ , t li i ~ ..1G ni '-j i"!-.:e , 
t.:ver}' l"11 ':;ilte a nt.. alJ.. e , 
F ir (:;: :.1. lLl !: J. l; et: C!. H ... C~l"Jt ... ..i e- l..l ~Lte, 
...... no ~hrJ..;.:, ·ce r C C t:: 1V tn~; sa L...i. ' . 
L~;, r" ul1 : i1. L y' e - l ..... kc i.Jir g€ ) 
"j ShOul.L lO t n e el.l to slane€: at su(':c E: e u i ns ~t rl ~ GtS to ueou(; 
·CTI Ci.t i l 1 0..) .0 ...... i1 ..1 (... ior:,I, tll t l~, a \,.iUd r u J. ll OJ.t: 8 r l!lo.lt ilJ.9 :tour- ~tr 0 ~b 
line~ u it ll thr c - stresiJ . ~ j ' l etber ~t is i au bic or tro c h a ie; i s 
~ J:' e Cl r ~ tu ce op ti onal . '1'110 L-! r g811(;.1 o r: da rvel i I G i l,Lpo rtuni e y 
~ ~ J;I.:.:.rt OJ.. llis r n.} tnl., ~~ :"CUL:hH.: i n " 'l'U nis COol ' l· . i ~t r e ss ", an Cl , 
itl th e: o",eni n<; COU"lel:, uictul:E! c th e J.-la cins OJ: "tress 01; ''Ilere'' 
r ther Cll an on II lO ", i i ~ COl i :LGruicy \Ji tn ' h IC t ri l::<..Ll .t .·ci t: e r 1. 
ha o \'; e lJU 'C l oriLl e llOl'Si I1 , alle. 'c i ' ,~ t. , 
no cr 1. 11";'<:: . 
'l' n e r1. S. neSB o · SUCll Q i-'lt.l(; in~ i s cufJ:tirIlle c. (oj( t 10 syllo,:: i sc i c 
btrL.ctUl:"2 re l: ~r r t; L. 1.:0 t..:: r.1.1er 1. ~"l CG i s Cl!uL~ L. G r (sup ra, 'L,"/) . 
'l'tl e 1 !:i t ci:ca"i __ 1 e: r a l,se.s tIn: '-J,uesc i o li o r choic e 1 l r e.:lo i n'-:J the 
rllyt: n ril8 OL a ·~e .... t . 'J,' buuSll a tlsncl:Z,-- ors...:. n i~ e t.. l:crjJ .1 il.;. e l:.. ll G 
sonnet. tell L, B to Tiia KC- .OBt OJ.: our ..::noices tor u s , 0t.- 1.0 1S r e mQin, 
il.K ·:; \~'n i (:f! 0 1: tne :tirvl: t h O 'blll u1.; J. e .... to str t,;.:j iii. 'C l l e ci:"e nl.n~ 
..1 .... . '? 
&""lgiJ i n , no i ons or seconr....arj str c s::." tuc..g e thc= iLJsu c: , since t "1 0 
rl! y thli, i cal syste:: ra is bitlary . The r e a er r.tLlst Cl!OOS\? one or t \lO 
si y li r icant.iY 
l.eaves an unsr.ressea tJij:'ll t nonc; , \",1"1 ic 11 is t?tlonolog ically OOli 
as ,<lC! "(lave scen , thou sn i tb i ntonu tiCj~l l,U.tter rl i s ~cce l-'t a u.ie . Un-
~, "cress e(J II Shallll , on the oC "" ler nanu , i nvolves "Clle vie ake ning 
OJ: r.!e v C\",eJ., ,,:1iL.. by estc.dJliB I)' 1.n~ i:t l .Q tte rn OJ: sirll I:.1e ai.tcrn~\:.io ~ , 
s i ves an i , ~ression at l"e trical r esu larit An (I \! ha \: o · If t o ll 
in the sa;.I (! line'? Ii: ti12 11. IJO is r e t.a rl. cural.L j" i L. \'1 i ll cont in 
:Lou r stresses \ ith "to" l'Ieakene<i; but: poet r y i s artirici a l , 
<.:l.o.i th e t;liL: a b e tnZU"lS, \; "10 c.leli~bt c L. in Clrti:r: i <.;c, \'l el1 knu\"w' . In 
less t ightly orsaniseo Lorras trlan tne sonne t, choic.:es .Ulti1-1y . 
IlarL..J:, f s II::; .0\ 1 l. n tIle !)ul.J ur us " (1930 , G£;l..;) i s """ r b}"·chr:t i cci.L tour 
de force \ '1 n i c.: 1 I have examine e e lselih e re (" utcl i IgS, 190(; , 3:<- 3 ) . 
'l'ne line !;, a r e l?Cl ir eu , bUt no t\'l O t...:ons(!ct.::"Civ c ";v.. ir s lio.Ve t h e 
;,;jaue number or stresses . Ha tching t he lines i ll ea c.:h ;,Jair, Vl ' lieh 
in i nse uity _ ' v e n so choices r e~a in . ~he tirst: co up l et May 
be r ea.c..: J.S t:H(j- stress o r "C.ilre c= - st re5~ li lie s : e i tile r 
or 
Eve r y iJr nc.:ll big \~ i tli it, 
Bent eve r y twig \'Ii th i t. .• 
Eve r y branch big with it, 
Bent eve r y twig wi ti'l i t ... 
As a rina l cr-.a.lF:l e or this sort oi CllOicc , ./(~ 1 ~1 Y cite II Ll ,-:; b e l l e 
uume sans lle rci" i n \"JhicIl :'~eats g- i vos us ballad l:o rw uynar.ticully 
niuc i r i eu uy "C ilc trllrlca t C t. J.:ouri:1l li n " OJ: e~ C~'l stCln:c.: c. ( 1977, 
:'34) . In tne rir s t stanza th e line i s 
Anti no b l.r ~s sing -
WIIICh, desJit its iour SYl1~uleb , ca J~ 0~ rea~ ~s ~ t hr e e - stre ss 
line, l'itt: ii1S i 'e i r. to its baoll aa matrL: wit!; lit: olE tiirticulty . but 
i t ca n &1;':;0 b C' re aLi a~ iJ. t. \l C - ·· reS L lin e . l"").nU i ll at: l easr. t.\'I O 
"tanzus , tile sixth ant! the e i ght., tile last line can on l Y iJe 
r caLi \l i tu t y;O st r esses: 
11. . ae r "j I G sons -
a le. 
46 
With kisses four. 
Stanfor 's splenuid str001ic song setting (n.d.) makes the choice 
to render the last line of every stanza as a three-stress line. 
~hen Euro~ean music started using bar lines in its transcri~tions 
it sacrificed, or made more d ifficult, a rhythmic flexibility, 
ano it moveu t urther away fro m t h e rLythms at sj?eech. 'l'his I-laS 
p robably necessary in order to expand and develop the "language" 
of instrwoental ex~ression. From the account given here at the 
rhythmical structure of English it will be clear that the moment 
song emerged frol., chant into meloey di ff ic u lties arose. The 
treedom that music c.emands in ~itch movement works against the 
rhythm and intonation at English. '1'he limitea number of tunes 
in the English intonation system, an d their simplicity, are 
tar too restrictive for music. Here is a res ~ect in which any 
musical setting of a text is going to obliterate the patterns 
of the l a ngua g e. Even a sensitive recitative, like Banuel's 
"There were shepheras abiding in the fields, keeping watch over 
their Eloc k s by nigllt" in The Messiah, though it imitates the 
rhythms of the text fairly convincingly, imposes a tune utterly 
oitferent from that or normal sJeech intonation. 'l'ha n k gooaness. Ii 
it did not, there would be no nee d for song. The weakening of 
vowel quality upon which English rhythm is f ounoed i s also a 
source of uifficulty in song, since the neutralised vowels are 
the least 50110rous. A careful Singer i5 unlikely to neutralise 
the vowels fully, keeping closer to the sound suggested by the 
ortho graphy. But it he or she is too metiCUlous a out the q uality 
of vowels that would normally be weakened, or if the setting 
torces hi m or her to sing prominent or sustaine d notes to wor d s 
like "and", "of", "the" and "to", then too much of the linguistic 
pattern will be destroyed . 
There remain some elements of patterning closely associated 
with rhyth J and intonation, but analytically se p ara b le. The 
tirst is tempo, which is often treated by critics as if it were 
,,7 
Ll nhiistL... l~eaLl~ s"iven by til f2 t:ext . It. is not . rt is p ossi b l e to 
r e au any text at any s~e eQ, thou~ll the lu ooa anu tlle sUDJect 
hl~ l:tcr il.a}, inu~ co. t c \-J na 
ib t tlUS un inter i! r e tiv e choice i r: oetry; it is only sli"ntly 
leb8 GO ~11 l.~usic, a*2::>1..; i 0 b0 su uhea c1.n<:;s COJ"LiJ:.,os er s l ns ert into 
~ ne i r scores una tIle occilsional ffict r onOQC count s . ~he ai~£ .r e Ice 
bet\lee n t ' e \: C111 1..:i 0...: cl ' Lr'C".r ~llgler a n,-. cilos (: 01: (l \'ei n ~ . tJr':'. J t?ll" l 
is ':11211 knov;n . In L...:oetr::/ as i ll hlllSi<.;, however , tbere a r c t ecl!lIicul 
i a ctur~ \}h icl1 Sov e r n ~ r ea ~ e rf~ ~ r e ' c r eilc~ ~or r~s 
reul,ing . In la c be b , ' s weary c r y (\i, v , l~) 
ff olaorrcw, anti tOllt OrrOvJ, anG tOLlorrow 
or !;lOIJ 
Crcevs in t hiB ~ct~j pace ~rrnLi aay t o u~y ... 
'1'00 cle~r ~ern~ n Lic il!c..ica ti(J n ~ 0 ..... tt::U tJ o Clr £! ~oue r:':LlJ..l y reiLJ..:orCCl. 
uy th e r 8pe ti ti o ns U 1<1 by t he tllr0e Cii~ti n ct illl.: ona t l.cfr srouCiG 
OL ,ti e iir~L ll.n c . l ~ Si ln ilar ei le c:' is il l-' ;[t r e n t i ll tnc 1i 8'[. 
111,0 at lle tollO\linS e ;,:tr uct t r or., lo pl; ins (1953, 51): 
Deggeci ld itil GC\l , c.a ii!l c:u \l itn (Je\'! 
h re t lle groins at t h e b r &eG CD t t Ie b r ook tr e~~s throu~h . 
He r E: ' .de secone. line ll .::i k s .:0 tJc r e au i a s t e r . il;llis i ' L Lune iull 
LJO-cll 0 th e lack 0 inter na l "unctuettion , r.lak i n<j tne lil'i E: one 
tone s ro u~ , il l lu O~ tll ~ i'ii~D ~w~ber O~ unstres sc~ syll~01es . 
So ta r we lla v c ignoreG t h e cruoe st Ineans at ~is t ingui sll1n9 poe tr y 
ir Otil prose: its layout on ...... .tJc.19E: . :1.'11 i i u a ~atter O~ urtho~ra ~n ic 
convention , iJut it retlec t s iii,;portutlt ana au d i Llle elC?iitent:s oi 
t;ilt t0rni n s . (.L'he line o.c 1.-,o e cc · 1:ul1c..:tions iJ.G . La ;:j ic u n i t. OJ: 
2 onologic a l ~atcerrl an~ bS such it be a r s a 8 el~a rltic wei g h t 
&s well . Lut i t i s noe ~i\/ ays the S~.IC sor ~ or U lit . I~ i~ ~obi~~ c , 
Lo r e :a r.ll-, le , t o see t il e lihl e ric i< as a s ort o .c ba llac stun;;,,: 
\,/ itn tn e :i:irst line r a ther orut o.llJ enl. - ::>tot"iJC u , L-.isblllS i... s'Cre,sti, 
~nG the thirc line s,cJ iic, i or eI :l bJn~lS i s , l nto tVI O t \% - stre!::.iS 
line .: ' . L:l1u- s toPi--l.l1 S co nie r s ~ neatness iJ.l1l; rOrhliJ.lit j; 01: uesi '3 1 
cownon i n tali; i.)oetr y , liKe tile o",enin <j at "be l en at :irconne11": 
I I/is ll I wor e where Bel en lies ; 
u i gnt anu Dayan IJ e s e cri e3; 
u trlat I we r e where 'I e lcn li e~ , 
Un fair i~ ir connell l ea! 
t : U tnis i 3 cle a rl:t~ LiS .z u in SO l S ,\,;hcrG t.: line .sc Ol:t:.e n corl'csl.JulldS 
to a. TIl usical l?h r ase . Inci(..;.entQlly , it L ay be ti1e g r E::: u ter 1 cnstil 
or: tl1e rivc- btress line s l.:.l! a t I.IcJ.j,eb c.:. Svlll1Ct so Ilucn less artien~ ' I e 
co musical. settins . l:.;ven rL:::n - on lines , ho\yeve r, have i UpO rCiJ. il t 
:LUi:ict i on3 . LJccu.~ionb.ll} tl1e lin c-i..)c riu c ca n I.J~ uS ' ( I to lU~li~ t.; 
~ sub t:.le PO illt not oth e rwise ai s cerrl~ble . In "Aiter a Journey 'l 
(1930, 3~ L ) l a r ~~'£ hir~ ~t~nza o ~eIls 
1 see \vhat you arc (JOllJlj: y ou re l euoing il0 on 
'.1.'0 tiie Sl?Ot2 lie knell I'li len we ilaUl,teo he r e to,::etner ..• 
l~ n e l~ ne!.:. \.;cr e s e t Ol. i: uS f' rOb C: ~n\..1 re c) c ~C(;Orui1l 9 i. y , .:In 
aBoigu ity ot attituue in the spe a;, r li oula De lest . 'l'b e t>au s c 
a tne ~ nc... o r Cfle ~irst iin e , i10\;1~Ver, t: OLiSfl i 'c ,sC10Ul.l., llot 
uestru}! th e re .... aer' s intonuti on co n t.our I i ntr duces t:. f.: C lJOSSi1Jili'Cy 
t 1at the \lom.J.n () areSGel~ i s l ec.. 0.in s th~ sl ... eilLe r on, c: Lti t e re n -
ctivity rrOhl 1 aaillg 'li ~ on to sorde~hin9 . Li~eation 'c all a l ~o 
nei ~' lte n ttl er -ect oi a v e r~"' oiu rhet orica l tric.;j~1 th (? 1:Je ri ouic 
ent e nce , i n which ~ne p r edica~ ing r esoluti o n of a SU bject i s 
' 10 la nrii \l ork o r Cal lil.lachus , 
Lh o ilanul cu hlaruJ.e al, ii it: He r e bronze , 
l ,a <'l e dra~e ri e!.;, t " at se ~r.leL. to rise 
\" hen sea- \·;inu s ''t' e i:'.t tIe corLer, stanGs . 
(Y eats , "Lavi s Lazuli", 1984, ~94 ) 
Stv.r1 L.U ior~ .. i~ a il e): e :sio n 0.( lin e - i.' il tt err;in~ . It , 'COO, hel JS 
to orsanise <:t ~oet l s th0Ugh t . 'i'h e mus ical il;tlJ1i(;()tions a r t:- "lell 
i~ 0\111 . tjinc(;: DClllc.:u t lJru iG ·undc..IHen i:LL to :LOl r~ s o ns, i t \'/&8 
t;rotably originally uiet ' teu DY tl1e a,))!roJ..'ri a te ilCGS or tn e unit 
or rllusicb..L .!\ ~ ; · ; r ebsion ro.tiler ti1urI ior i.,d,:rely li te rz.r i r e Qson::i • 
..,t e rnie:id (l97 ~ , ~LJ) tells us t hat Goetne , herc\e r anu Scnillcr 
He r E! l?a r t i cularl ).: ot Cl!UeL ul' any t£l rouY1J - CO I!1-JOS CU sett i ng U.L 
d strophic voe~ . In such ve rG e t i!ey f e lt tl:ey we r e r e a chirlg 
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it I'las one ai t he cor,\I,lOn!.-'lace ot lineteem:h Century lllusic c r itici sl.1 
that L.l1s1l...nu Hall no ' olk SOllg .. It i s c.. uevaLtatins COUhl0utary 
on the greilt rift~ lJetwee n soc ial classes in !:;nslanu tnat t:;n<:;lish 
I.lUsicians snou.lt.. 110,v e acce .lJteu t !l is uusu r u slur no le~ s r c a c iiy 
tha n those iram the Contirlent . ~lle wo rk ot Bishop ~ercy. Sir 
\; cdter ~cott , 1:0JJcr bu r n:...; Ll ilC:. G~org e Jl.·dCIL Il: .. ~on no UOt.:0L l eit 
the i mpre ss ion ai a traoition 1 n Scotl an~ . but t:;nsl 1s a rrasance 
coula (.iscount sueD c:v i(. efJ.(! ~ OJ..: cult:urci.l r esr0ss io n \ i fierE: i t 
... ·:as only to be e)~ 'ec teu . Lb e t her it 15 Cciuse or e:(r:ect , 1:ne 
l ~Cj~ OL COilt~ct be tween ~ror e ssion 1 hl u~l ~ i ans an~ ~ 11nt i v~ 
)"us ical t ra u i tion coinci00u ~Iitil a rer,larkalJle oecline in !:; ngl isil 
flil!s ic: be t\ een J: urCe.ll a uc.: L 1 9i1r I' Cl iJcrio(.; uLr i n(;i \, tl icl1 LiS lli uc;h 
sooa ~ usic coula be tleara in Lonoon as anywhere else in !:;urope; 
\·;h e n , int er 3.Li a , li .::. n ue l, J C 0c:cl:i, .lC:jun o.ll C. l1e Ilc.. e l ssoiH~ ot:(E:!r c d 
l..uch or tneir L inest wor}; 1:0 1::n',)l i sn auuie nc e s . 'l'he renascence 
or nCli.:iv e r.1 u~ic coinc..:iu e L. \/ it l1 t e <:;reut \;Or l ~ o f (;oll. £' ct i ns; 
to lk sons - just bet ore it woule have been too late - by Cecil 
:":;11.:;,r.:....: ano Hi s COll e: jue.s . b Ut: iL til e i::.tl.:iortallce ot 811c.r.i::_ l S w orK 
fla S been hancsor,Lely ac kno\'iledc;e c: by lLlus ici ans in the 'l'wenti e th 
ce ntury, lit e r a r y c rl.t.i,.; s 11t:!v c , \J l. t!1 llonourai.,.l C eAc e~ t i ono , 
lars,e ly i 9110 re a it. Since t he early iieventeenti1 Century . relatively 
f c \y Lri-cish poc:: t s l'-tv e I.,j iven th e L:ll;,r e Sb10Jl tl'i .;.n :: t ' le:r l&V ~ be e n 
intimatelY acq ua inl:e a u ith tolk literature . Those tDat have 
ao n e , like (jay , Durns , Lil D. j~ e , .. >.eats , Clar e , i~ o. ra} anCi le ..l 'Cs, 
lIave not !Jeen the victi IS 01' th e 1,lOSt p r es l: i g iollS or bri t · in ' s 
scho01s , a l1(j huve not hc. c the J.r.10ivu l ent benet i t or a Ufll.Versity 
education . 'l' he i;-oint i s signiricanc:: until ver y recentl y . a 
5l:.ancw.ru iorl~ICtl lit t.- r.;;.r y eo.uc~ tioil llLlS be(~ n wLil t 11 1)oU ClaSSlct;.l 
Iounuations . and even now it aoes not incluue [olk l i ter ilture . Par 
ulln:y :.:.cholGi(s tne very : ... !i ri...l.3e " l.: o1h. literu.tL~re" , ll" e " 0 (\:.11 
literature" , is a trCi r ba risl:1 , Ureal" literature be ing souetnins; 
Hr icten . li'His \.J a b tunc. aI.lentally' tnc eoint GL io t \IClS l ,i l1 l~i i1S 1.11 
& 1: - mous essay on Blai(e in \:J 'l icn he hau the i ld ~ertinence to 
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sneer patronisingly at the "home-made furniture" of Blake's 
--mind (1953, l7l)! 
In folk 'song we clearly have a very interesting case of the 
relationship between text and music, perhaps the most unself-
., 
consciously balanced we shall find. We shall not do the subject 
justice if we approach folk songs as crude artefacts on archaeo-
logical exhibition. We can afford to underestimate neither the 
seriousness nor the intrinsic quality of the best of folk songs. For 
folk song is living literature: it explores and tries to make 
sense of human experience, and it preserves and propagates folk 
wisdom down the generations. 
"The Recruited Collier", an Eighteenth Century song from . the 
nor th of England g r apples with the grim fact of the press gangs 
(Lloyd, 1978; the song is sung, unaccompan1ed, by Anne Briggs 
on a record called The Iron Muse, Topic l2T86). 
~' ~ I --=?t j 1 J .' P J! J ! t~r ii ! J. I J Il / .r J.'," _ - - .I j 
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- -Oh, what's the matter wi' you, my lass, 
An' where's your dashin J1mmy? 
The sowdger boys have pickea him up 
An' sent him far far from me. 
Last pay- day he went off to town, 
An' them red-coated fellows 
Enticed him in an' made him drunk, 
An' he'd better gone to the gallows. 
The very sight of his cockade 
It sets us all a-cryin; 
An' me, I nearly faint~d twice, 
I thought that I was dyin. 
My father would have paid the smart 
An' he run for the golden guinea, 
I 
• i · f 
But the sergeant swore he'd kissed the book, 
So now they've got young Jimmy. 
, 
'Jhell Jil.II .. j talks ~lbout t~e \i~r~ 
It's worse t han aeath to hear him . 
I "u"t So out <In ' nice my te.:ns 
because I cannot bear h i M. 
I .. ur i sal'ier or . gr noo i Gr 
lie says they're sure to lRake him. 
cut uy e be Ji bes an ' cr uck s EiL JO t~e s 
"n ' bius me not torsa ' e nil_1 . 
I'S wc,lf;.ec. over t he "tubule 1:i(;10 . 
Le lof it runs the stream . 
1 r.l1oUSh t or: JLlt1.IY 1 e\l ~n there 
~ut it wus all a orean . 
He ll €\.;et. til e very coal:.:, \-1(;;: l.Jur- n , 
All' when the -ir e I's leetin. 
11'0 1:nill:, t he l.UI,ll;S \'ia S in niB hLlnc..L , 
It sets ra- heart to beatin . 
So ure aK , I •. l' et c' rt , il nl tne n it's o\'Je r, 
~o break 1.\y heart. my de«rie . 
l"~nl '11 lie i ll t ne coil.! Sleen srOLA 10 
~or or single ~ite 1' 1.\ weary . 
Sl 
n u ve e x c ~ t Co reo. r a 1 u 1 0 il t hill '-J \ H l e r e v e r 
tney operate a . the r;1ore so in time s ana places or: tull ehlploYI"ent. 
wUt t e ~ocu s or t his sU0t~e SOIlS is no ll:u i gna ion at inJustice 
~n a t the aDuse ot vower; it is r ather the seauctive co rruption 
OJ.: J:;articul..:.lr vlct i ill or: tl1c...l: i <,J ustice a nu th e cCl.ls es u en t 
l,rec..icanent o.t his belovec . The sons is thus a isturbin<j e xcursion 
into t ' corru~t io n \~itnin ourselves, ~nu n~s tar ~tor reS011 cJ.1i. Ce 
t han ilny .I e re p rotest song that attr iiJute misrortulle entir e ly 
t o ex te rn~l agency . ~ne Lirst st~nza uses a u tereo~y~e ~ ~~e5t iotl 
ane.. answer oev ice to e stablish the situation . The YOUllJ womarl 's 
anger is uirecteL bO t:d c.t lit leiil reu-coCl te u r e l J..tA/ s" anLi Ctt youn<:; 
jir,l y . wh o. we not ice. lias aasinng beror e tile red-coaes 'zot 
bi .. ,. 'I'l",e second s tan21.: ueg l ns Il it h tne cocI'- aoe . ;,.-i1 llie bY l __ :.JO ~ 
of a ne\"l c..rive ana n ell 1'otency in Ji \lily \-:n ich te rririe s his 
b(~lovcu . 'is kis s ing tile LOOi~ i~ not SiIll i..;ly to e ror1.i(:'1 Cere:illu ny 
vi cont r aCt Dut a sisn o~ his own transrer Ot allegiance beyona 
"'/nut h!oncy ca n b uy " in l: a et: , 11 ••• t tl C), l ve go t '.fOUll'.:; Ji 11ft:y ll ,sOUl 
dna boay .. The th ir a stanza con t ir ms Jimm~ IS collu s io n ~n his 
en slDveilieclt, anu [lis v a ni1:Y is iJut i nto i. .... L ... r bi·J(:c t.ive u y t. u<= 1:,r(; -
S2 
tn.gonist IS sl..uliD e ln a ir: tc rct iCe to .lili tary r c:ni~ ~ lJ.u til e lJrol.l i scs 
or a splen i d career . 
A brigauier or a grena o ier 
lie says they're sure to make him . 
stan~ enus with Ji mwy ' s convent ional plea not to be torsa ke n 
L:y 1-Jis luve set. o t r uga i nst nE:r COl[li;l a i n t OJ.: n i s i nse!ls itl.vity. In 
the ouren stan~a a1~ its po i gnant env oi her lon9in~ is 2Ut 
i to the co r t OL cosmlC COllt e ~t \i hicil es ca~e ~ y ounS Jillil!IY · s 
ima y ination. J i mIny's ines ca~a ble connection with the earth is 
~ livinS ' wor ki S c o nrlectloll wit !! 00th !leQt all~ col a , li~e and 
Leath . Hi s cenial 01: it i s a uenial both ot lite anc.. or (j ath . 'l'hus, 
\i!le t. ne r li e nu ~ , a t t he t i ld e o x: s i nc;inS t c.tire a. c..y lc: "t :ror tne 
li ars or not , he has travelled a tre , e nGOu S i.)syCl1 ic a i s t a nc e 
lI iu[ 1: ar rr OILL •. Le . II 
' .. :he tune is a simr_ I e l awent I,lade up of t wo cor,lj:;lementary ballau 
str~llS retiecti n~ tIe s e~ .la l}tlc ~airins or t.ile L ~ lla~ ~tan ~as; 
the first yuat r ain neec..s t he secona to r esolve it, ill ce xt as 
i 1 [Il U!Jic.: . 'ilbe shor t 1:i11 <1 1 St2: .z a t u ct i o nb as a n enVOl , c i n y 
~uns to the cl i mClctic secono half ot the tun e . 'l"he tune , in 
otile r \oj orus , i s i nse~arabl c LrOLi t Ile s 't a n::..a structur e , f:..,rovi,,:ili g 
a titt in g veh i cle t or the te- -t hitbout any conflicc betlleen 
ftl U :.:.. i c a 1. r i y 1: 1'1:, an c. t e . t l.i c..l . '1' d e vir t u e S 0 r t ~-l e t Li n (; u r 1 c t 
Iue r ely ne ga tive, _OH e ver , b e caus e it is integ r al to tile etfect 
or tI e v.,rlloie S0l1 (j 1 i1'l'Ce n .si 'y i ng tn e C .l otion . 'l 'n e inal cuc.en ce 
Ot e&ch stanza is all the Jo r e telliny Eor the unresolveu IGusical 
-nu i 19 01. t lle :t ir st sU Ll tr ..:... ia , ttnu 1: 01' tile ri s i ns lli clouy or ttle 
l.Je nult i mate line ot each stanza . It is as l:C the catle nce ura B 
t.1H~ so l ~ [;iul41 y to e a r til i:.. t ec..:.cl1 s t~rl ~ a . 'l\1e t0 ~ . t a lone l.o e 5 
cot convey the heroic a n pass i ona te stoicim~ or th e song . 
ht lea.!:)t two il.t f:,.ortant :Lea tures ot e)~ ' ,IreS S i O li. i n so n s l1 av e 81.l er gC:Q 
!le re . 'l'ile r irst i s the inuepenae nt co:. pacity cd cne f.lUS 1C to 
Si sni:l \'illat e l euel!ts oi nrguln ent or !:, l.o t ure unr e sol.V c c.:. , c:.. l1U 
<.:onvers e l i to sisn.::.l resolution . In IOl };;. LJ o e try, rtl uch a t \ ... ·l'!icb 
15 \.;ritten tor 8ingin s , the inci aen ce 0:1: enCi - stoi.)bJi ng is very 
IJ ign . It i s eS l!0c i ul l. y r ' r e to tin G: rLLl1- 0 1 line s c n(..in<,; u. s'Can~ Ll . 
,Il ;;,ost certa inly th e re~son J:or this i s tnat: , in s troph ic song , 
run- Ol-, l ines u er k against t n E= caGe lces OL tn e ll~us it.: . it is illt r -
e st i ng that Goethe , whose object i on to th r oug h- com .osea settings 
o~ stt"o}?nic i.loetr y vIe llo..ve li0tea , (.iL; net alv;2I.} s ellu - Sto i:-' n i s 
!.:ita nz ,-o . "Gretchen am Spinnr a a e ", 
rUli- oll st.:ln2 s . 
io r exaHiple , cont a ins two 
Il'he secona feature eme rsing f r om our e~~am ination or 1I 11 he Recrui tea 
Collier " i s 1CS use o t ~Yla uol. Fol }; son ~ , tol k Ilt c raturc QS 
.:l \'/l101c , i s j)a n:icul a rly r i cn i n symbolisltl , beca use it coni rants 
t l"l LeeJe r ~ro~lcl~S 0 
Gy mbol eX Jresses it s gr a sp or tnem . ~ patronising view or this 
c liCir,:;,ct c r i st ic lS D,n i ll .l CCura t e vic ,,, l.)<:;C us e it t e nus to t li8 
s o r t 01 r e duct i on i s D by Wll i c h sim~le esu i vBlences a r e s et u~ , 
nnu ~iI.li.)Olisi.1 is t ~u s s e e n as a l..;u&i rc or tlr e sor.l0 v e il bel.:.\'te e n 
the v i e\~e r ana truth . J·un c; cOni l·laineo 0:': t h is sort 01 r euuct i oni sr,\ 
in Preuu anI... cla.iu0 c.. rathe r tna t II til e 1:r lt C' .s YI.t u o l ... G 10 U.i u 
Le unc,er stOOG as an e :.p ression at an intui tive i uea tnat canllot 
yet iJe LOr1,lu l ate a in 6.r~y otner or Dett E.: r idil l' '' (1~71, 7u) . HS 
~uns insisteu, th e richness or SYM oli sm in all art is t ha t 
it vi ~urously r ebist s sueD r e u~ct i o n d nc t hu t it s true lile rlin ~ 
can oe e. dorea , out not e iJ ressec..i i n any t e r, s ot ner t Ian itsel . 
' \ ;is it. a s 'cru c tor 1..; 1 Ke fs 5ic ' ~ ro s(~ as r o r L.e lvill c t S \.J hite 
\ i hal e . Fol k 1 i te r a tur e use;:; i ts sYLDol s almost ~ s unsel tconsci ously 
as tn e J:" S ... Cil E: l.tr e amSi l. • .ltil0Lt Sll , in ar1o t fic= r s e ns e , L. rc al .L il '!<"" , 
l i ke tal k lit:erature , is a state o · acute s elf - consciousne s s . Une 
OJ.: t he r ea.sOllS ror til is Fr ev a le a ce 0 s:y'r:~LOl if.., ot.;v iou sly til~ t 
it il r ov i ae s a means OJ: ah-;,;roach ing e thical j uugel,Iem: emu rr.etal,hysical 
sec cul a tion \'iltnout tue aUcit r uction 0:.: c. r su"ler~t t wt Lol l' literature , 
d na Jerha~s a l l literature , ~ohorG . ~ong rlas a n extra Illotive 
io r su e D uhor r e llce: tne l i ~t e rl e rs l a ui~ity to COllc~n ~r a t e on 
uetails or: I- lot , ar JUlt!ent a nu l,iusical e Al.lression, anc. co C0ll1}!rel!f?110 
tliese our ins tile tir:.E: the sons t ukes to sins is liLtitelt . Certainly 
Music can cope with ~rofounu emotion, but not ver y easily with 
intricate emo t io!!, ti1a t. is, era (;-cion S110\'l inS sUL t le cna ns es or 
g r aua ti ons or: r:tood . And ]?r ot ounu a rtjUl.lent, or even iiierely intr iea te 
2 r gulLlent, tai';: e G c.iiiLe r:~nu r 0i...-C d tCG. rei..<uins to 1:0110\,1. Donn e 's 
!I 'the Bxstas ie", or I1Goo ai ri aa y 16 13 11 ar e ne itber , i;rima fc:(c ie, 
or I{ec.:.ts 1 s "U d e on a Grecian Urn ll • l?inzi , it is 'c rue, trieu 
tu set the fjIll.ll_ortdiit~i uc. e ll , ol(Lit t int., .i. a r 'jc cnul"rt(s v I: it, u ~t 
ilis liie- .lOflg aevotion to ba ray· s poe try oS 10\-100 better sons.-t.'lriting 
n are not 
amont; bi s rllost aantir e u songs . 'l'be issu e \1 ill ar i se agu i nand 
aS~l i n irl tJjis ui s cllssion; \'.'bat: is il.ldort ·.nt tlere is 'C he <j n e r a l-
isation that song lyrics are siDlple, otten unvarying in ~lot 
or <::rgul>iellt . Lu nyc,nl s fI .l-' il s ri Hi ' S Li YI.dl u is a :Lin e 0xuuJ._,le, a s 
is Bu rns 1 silly love is like a ret.. ret...; ro s e ll a lU YeD.t~t 5 L1DOvlll 
by the s ol.ley gc.. rc. e n,sll .. '1'11 0 l o. tter t H O a r c si'~ il tu l 0}.ercis 's 
ill tolk sons technique , perhaps even retlorKinss of ole. songs .. (See 
t'le E?Li t ol'ial l<.i scussioll or the Lu rn.s LI",- Jctl.tes .t:illS.l CY 1 1"! l....urns, 
1968, 145_-1456.1 Symbol is the nteans o~ urawiny out o i suen 
S i filj:'.licitj( a Si~ili~iCG!~C(! o e yonc... trie i lti ,'1euiute occc:.sion t or 
the lIiritinc; . Trle SylfiDOl lil cy be conventional, like t ne lal;t", or 
tnc rOS0, or it lL"lGly be a uet i1 i rOI .-L 'Cne te )~ t i rll l;ue u \"i l '[.11 i.' c.l. r t icul.:;~r 
s i gn i i ic ance to r the occasion, like an itel a t oress . Il'hus t11e 
Driue en.: Bunnie Geurs c Cal.1pGell l Clwents (Grig s oli r 1975, lLL; tile 
~mendlent or llbaby ll to "bairIl 11 is 111ine): 
~y meauow lies green anu ~y co r n is unshorn, 
I~ barn i s to buila ana wy ba irn i s unborn . 
il e r 10v E:' r 11us riuucn out to .. ~i s uec. ta: 
8a~dle~ a na briulea a11G booted rode he , 
! plUl\te in nis be1I.tet , a swore at ilis nee . 
!Jut tOOi,' cam his sac;Clle all lAooay to see; 
lIh ilc.l.1 e Currte his guio horse, bur. neve r c aI:l he . 
L'ne of the grea'test 01: song- lyric writers in t:n s1ish is clearly 
l~OiJert :;';ur 1S , wh ose eoeti c inst:ir~ct!..: \'J(2 r e those or u. roll'. s i nger , 
tor he ..:If.l(:!nueu, aaUL}tel> al~c.. crea te Cl nev} l :l ric ,E, Ior tunes that 
ne kne\-l . Literary cru:icislH in t;nglisn nas ot copco very v e ll 
\-li th Llii., - or \\,itn ZJ.ll::l son g-l y ric viriter - USU 8. 1i} C011biu c ring 
the texts witnout the Dusic . Uaviu Caiches attriuuces tnis to 
a I a i~urc Ileo see toe oDJect in it~ Ll 26 ~c redlly is, i:.nu ..• 
account fo r its a~~eal as llonestly ana sens i tively a s possible l' 
(1S.~~, L~L) . It i s i i .. 1Jcrtu n t to reco ':;jn i se tu at 'Che , .. u",litj c..:C 
that Object e~cn o s to a very lBrse extent 0 11 tne ski 1 i with 
-lnich burn s res I:Jo nueL.: to Ci tune I:or ~t 5 OV e r - l.l i .. OOU, a nL: til - n 
Eitteo h is lyric to tlat tunc . A 91 nee at the 8 i yiltcench Century 
tcneb i n j~!. , c.:s r. ills·1eJ: l;;:, e l..i'ciol i ot Lu rl: s ( b urns , 1 96B) r ev et-.i s 
L at Lhey a re sometilJcs tocally o i t rcrent tram the tunes we 
nO\<1 Llssoc i ll t e \Jit J ;u rticular lyrics, ui1c... tl!ut:. at ct£ler t i J.lGS 
they vary signiricantly [ ror., the versions nOli I?ojJula r . De t:a ilcc.. 
COitu.lent 'luuie.. thus r et-iuir e ct sreat L.ec. ~ 01: ilistcric~l r e b eti r<"(1) 
uhich might very we l l not roauc e clea r answers anyway . Wh a t 
is cle.:..tr is that th e cc nt ~(lui n s ui-'i""'eal 0 c h e .so 198 li es In 
~ n integracion o r loooa be tueen te xc ant. curr e nt cune, rcr neither 
i s Ii ' e l - 'Co have su rviveu \'l it Icu t the other . f'c r 0xd:~i ele , "'",: n e 
L. C ' iI ' s aVla wi' the Ex ciser.\Qn " ( b urns , 1 96 8, b"j - (,::,(, ) does nOl: 
r e~H.J. ver:y ,-jell u.s ' ;o(;';':r y , lJUi.: \lnen 1\: i 3 i ncor.t;.-o ri.,tcu il:tC t he 
e~ uberant reel or its tune it is a rine sons u i th a satirical 
Lit e . Li:~eHi 5c , t 18 ener~(! t:ic auours VI: '[.n e n d rve~t l.G:st iviti c s 
"Agans th e riss v;il Anrl ie ll ure splenuiGly c usn t irl th e j c:: unty 
( i b i d , 13 - 1 4). ~hese in turn contrast witll ehe lonyins t enc..e rness 
o r "'l' 11e Leu. 1.. ~ Cj II ( i b i d , Lb ~.i - 0G:» anu IIC 0. I the G Ii e G " ( i bi d, 
i3G- 7 3 ~ ) . In tne 1 tter, the 010 song or a s le p herd survives 
in t il e tc~[t o .t tne r i rD-in t o S0 1: th e convention a l .scen e or 
~ s \:oral love, alla in th e tu ne LO sec t le tenc..erness 01' 1,\000 
01: -CflC s on (j . ~alat L L..rns uGdeu i !3 \l~tnout Ll i st i; ~ct io n , :;u usec; 
' i~~ly as ~oetry: 
Fair and lovely as thou art, 
r1'hou ha st sto'y','n ILly ver y le rt ~ 
I can aie - bu t Gill1I1a pa r t , 
.y bonie Dearie . 
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Ye t: its Cl _It ness ior t.b e tun E: is l--c r :Lec~ , c:tllc... tn e t\vv tos e t.ncr 
co nvey reeling t r OI:, a Uee~)e r level than tne teA-c. 1V0ulD sussest. '1' i s 
Ue.lJt n ot t eeling i s c.:oli~.;iste il1:i.l· ui~l. ... l. ul; eu i n Wu r rH:. ' S 80119'::' . '1'ih1 9 
lle i,nevl the o if ' e r ence betHee n song and poet r y is illS" cc.liatel y 
Ci J..J i.~' ''lrent \'/ ~!e n \ JC rea0. t o e v~s.'-'rou .t. lJoC:t: r :i 01: " ... oly li il.lit., I ~ 
Prayer" (ibid, 7 4-7 bl , wnich lVas not wri t -c.en as a song . 
\ II12 n 'itJ0 100 ' at .tOJ..K 50n<:;. t; r oLJt::r , -.., ~ ri ~L, tne sc..h!e i ntcr -tle~en (reli.ce 
th a c tran -lor ms appa rentl y unoistinguished poe-c.r y into exq uisite 
so ~ . l.) ut in J...iu rns t:.be l:"roceSS€3 ur: tra;:,sl., i s.siorl wnc. tran .sI.:or '"Ia tiun 
o f fol k song leave us witl coilerent te~ts . It i s not alw&ys 
SO; O (;c'U:ii()n6 11~l the J:.!oet r- is (H.:tec tive o r i'Leo.n iIlsle~L uS it 
s -an s , ana \-Ie neet.. t o ~sk hO\J its forms anL. I'"iealli n~s ar e: a "tee eu 
1)" ' t! C ll ccic...erltL OZ cran SL: iE Si on cH1G i:~ r e s (: rvat i oll ant. cnar:<;je .. I t 
lS ironica l that , ~h il e the ~re8e rv u cion at sto r y and 0 any 
cOi1cm,Lita at B. er 1. i s a \I,:e ll - nO\J ll run ct.io n or o r eLi li t c r v. tur e, 
tne chanses inev i t ably suiferea by a son s in the ~rocess 0 
t[2.11S;11 i s sion sUi-:-te t: i l,:es r e nCler tu e btJl'l S' u111 n 'C cl li ...... ii.,..le . t ~ song 
I. ,ay have seve r a l ~itterent ve r sions , e ither Gy d iv e r sencc as 
i t: trc.v e 1iel. t h r ouS1J t1. ilie a n u G~a c..: ~ , c r e ve. l !.;'j (;O EVer~ e rd.': C , 
t liO o r ,are sol1<,Js being conrl ateu in a s i nljer ' S lai nu . 'l'he r esulcs 
are Hell - Kl0'.1l1 : v e rses ot great 0 1. U i.y st e rlOUS LJea uty ·\'JJ.11 0(;CU [ 
lonssiue I:I ere s l'acefillers with only the r"ost tenuous co Ilect ion. 
:Line ehuiiil-le i s ;,nO\'/ n 1:0 us ~ s " ll i!Cl l y daly ll (.i, ,,CE; ve s , 1958, 
21& - ~201, its titl e de rivin g trol. a conjecture Ly Cecil bhar p 
t 11 Vo. "C ca e s un s llas (). :.3COtt i S ~l oris in . 'lIne tlln e is ; ! e l.l-J~i40\" 1l, 
both rO l.l Sharl-" s version, IlZ a r i'eles, 1975 , v 1 , l SI anc i rQi,i 
11 i i ne ar ra se1.1e nL. 0y ,L. ritten , wllic:n \,Jas \li ue l j .sun ~ 0 1 l..u t l1 i ee ll 
Fe rri er . S~ar f collecteu i t i n ~o e rs e t, a na c-c.her ve rs ion s 
\Jere sat le r eG i r: Lo rll"'~ ll., De vo n tlllC..l !.,o rs et , nonc l.i a i~lllg very 
cohe r ent: se nse , tnough all a r e auoui: be tray"l in love . 'l'he oiscov ery 
tild t t \'JO 01: t ile ::, t o.n~a;:., occu r ia ora; OJ: LiS;.10 L_' l"'~ r.·,,;~' t !..; • ..Jcottish 
uallads u i u n ot ua e tte sons Dare intel~i g i ble . ~he r e et i on 
(j~ 1:01 ~'~ s l. nge r s l;'t.i.2::..1cu :..;~. an c.r.cr.:wloub te At \lilG 
a 1: 021; o t the stanaa r c. r or r;, ulaic c.j Uatra ill s about lost love . Ly 
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contrast, there is in another of the stanzas a striking imag~ 
having no connection whatever w1th the rest. 
I had two dogs under my father's table 
They do prick their ears when they do hear the horn. 
These suggest a ballad narrative lost somewhere. Much more recent, 
and less appropriate to the solemn dignity of the tune is this 
stanza from one of the versions. 
I'm often drunk but seldom sober 
I'm a rover in every degree 
When I'm drinking I'm always a thinking 
How to gain my love's company. 
The song survives, of course, because of its tune, 
and because of at least one stanza of extraordinary beauty: 
There is a ship sailing on the sea 
But it's loaded deep as deep can be 
But not so deep as in love I am 
I know not if I sink or swim. 
Reeves's conclusion to his interesting discussion of the song 
(1958, 38-40) is worth quoting in full because it is a plaus1ble 
account of the scramble. 
To sum up, it seems that there was in existence during 
the seventeenth century - and how long before we do 
not know - the lament of a s11ghted woman, lyrical 
in character, but possibly with some narrative strain. 
About the end ot the seventeenth century the woman 
became popularly identified with Lady Barbara Erskine, 
and the lament was partially incorporated in the Scottish 
Lord Jamie Douglas ballad. Either the lyrical stanzas 
became once more dissociated from the ballad, and 
gathered around themselves other elements of the same 
emotional character; or the original lament pursued 
an independent existence. In either case it subsequently 
emerged in the West of England, in the confused and 
even fragmentary forms handed down to modern folk 
singers. By this time there was scarcely any pretension 
to COne r ell C0 , a nG ~~l~e irrel ev~n t i:,at c ri ~l tlau ~CCrUeG 
co it 1:rO, cil e traaitioldl sco ci< . '1'he onl y qua lity 
\iuic.: l1 l,lU Ci"l 01: t lis i\1c.:. t e ri(11 !l~~ l; i n cel.Luo!'! \;.1 ;:; i:~ s enerc:1 
concern vlith varicus u s~e cts OJ: uesl.>a ir i n love . (Ibi Cl,4()) 
i f th is i s an extrelr, e e:;all,l,-le or a te xtual sc r - l'il.J le, lye lece 
to uear in 1.I inu t oa t tol l( Ilt e r a tl:re o jJl' rateo inu cl.-'enueotly 
ct written cc xt ano that Buch ~roulems a r e inevitaule , be in g 
r oo~eu ir1 the lJeuiu l" lts ~lr , ~ u i n ch e so ci a ~ ~o~~iti o n u ill 
Il h ich the liter a ture tlour i shea . L.u t t ll i s Qoes not il"i,ly t ilat 
tn li n y uiscic e l e:T,H::r; t (.,~ tu l l ~ SOl1loj lc:c i-:s il".l::J c..r taLt c e in til e 
"i nus OJ: ltS singers ; s i mil i.H te:,tual jJrobleliiB occ ur iii rel ation 
t o i; l ~ys li ke Dr Faustus, 11a c be t h allG Peri c l e s. bi;a r l_ asse r ts , 
I t i s ~ well - know n fact t kl at tIle ioll~ - singe r attacnes 
1: Cl r J~L Ci r e i i .. I.; c rt do nee t o t [1 e \/ 0 r w S () :L a i suo 11 ~ t h CI. 11 
t o ltS CUlle; t hat , \/l1 ile he is conscious 01: t h e HOr c.s 
t i'l c:. \:. n e i S b i 11 s i n ~ , il e i s 1.10 r e o r 1 e!:j.s U 11 c o n sci C L; S 
at tne h el ooy . «(juot eu oy tte eve , 1 958, I II 
S a r ~'s eviuerlce , or huncll , is i lJp res s iv e , ev e n iI we \}onoe r 
11 0\-1 he esta t;lisr~eu .:.. ,teasur e 01: COnS(;1011S 11CSt.> ot text c r ill U Ll. C . \iO d t 
l1e sug£ e sts aoout ~ol k sonS su~ports u theory aGvance~ earli e r 
ill th i s stuu}' : ttl2t · t e xt i s t he l.1 or e l\ L-'iJ01IO ll ia n t(l - tt.: r e 01 
sonS , m~sic t he luor e DiOIT s i an . 
It is aL-]x He l1C :t r OI" a stuoy or' "0 Ii a ly \,a l y " tnat c une a nti a llau 
ronL. b--r oviLoc(" tn e J.w t.rlce s 0] \/hic il s l.::<t L C r Q t~ :',l er,lory at tc l,ll: t 8 Ct 
to restore orae r to cl1e song . Let us now loo k a bit more close ly 
at th e: e.l GI,entb O£ 1:0r1;1 in .Lol l~ sons.i, l.le<:i i nnins \Ji t 1 t ne 'C.c ~: t . Lc.ll. n 
ron,\ is certainl y l:he L10s t l:opul r stanza tor ,\ in all tol K song 
i t: Ll1 <j li s h i i nuecc: , it i s l.c t e ...... s y 'C o ri no Ci l.~ i cc c u..c s c nui ne 
£ o lk ~o e tr y t h t i s not clearly ae rivabl e ir o J ba llau f or u . The 
ct r e sses pe r li ne . Hl1YII,e i s a l most lnv a ri auly us e Ll , o f ten i n 
t.dt ~ r n.J.ti n s l i nes olll~i . 
1 ahi a J.!an, upo the l an, 
t:.n I aIll a. siikie ~n th e sei:t , 
i \nu \'111en I r HI ta r u tar t ruE.: lan , 
hy ullell in : i s in Sule Ske rri e . 
( II I he Great t:i il ki e or Sul e Ske rr Y") 
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More common than this basic form, however, is the quatrain with 
alternating four- and three-stress lines. This, however, is 
a derived form with a stress dropped from alternate lines, emphas-
ising end-stopping. We can see the process operating in "He!en 
of Kirconnell" in which only the fourth line of the stanza has 
three stresses. This overall pattern permits rUn-on lines, even 
across couplets. 
o Helen fair, beyond compare! 
I'll make a garland of thy hair 
Shall bind my heart for evermair 
Until the oay I dee. 
It is instructive to see how the rhyme scheme supports the overall 
stanza torm. Ballad form is thus far from rigid. It can be doubled 
to give an eight-line stanza as in "The Recruited Collier", 
or lines can be halved, especially where the underlying form 
has internal rhyme: 
Dance to your daddy, 
My little babby, 
Dance to your daddy, my little lamb; 
You shall have a fishy 
In a little dishy, 
You shall have a fishy when the boat comes in. 
(Qpie, 1973, 140) 
Ballad form is fundamental to all English folk poetry from epitaphs 
to skipping rhymes to riddles to hymns to ballads, which is 
why we can conflate here the categories of ballad and folk song. It 
has even been suggested that the quatrain with four prominences 
or beats to a line is a fundamental poetic form across languages 
and cultures (see Burling, 1966). Certainly it was known to 
the troubadours and it was used for Medieval Latin carols like 
"Quem pastores laudavere". The widespread use of this form for 
so long suggests a natural compatibility of elements: musical 
and syntactical phrase, breath span, the ability ot the listener 
to follow and absorb, and the capacity of the whole unit to 
accommodate a very wide range of variation without losing its 
character or coherence. Like all enduring popular art forms, 
it delights by balancing satisfied against surprised expectation. Put 
a notn e r wuy, balli'll. :cor LI iitl:Cro.i3 a r.lu1e s co ,t-'C' :i..:ur Lor e ':.! rOlil1LGU 
~11U bacKgroUnQe~ etfects bot}1 i11 text and ill @usic . ~his ca pacity 
~e :r;re nos to G lj re8t e }~ten t on .stt,:: r e otY i~ ic '::H1d torh:ulo.ic l:~at:t e rn s . 
JJ ertrana La rri s b ronson, Hhose insistence on tlH? illteraei..len ence 
oi iJalla(~ Llusic ,:HHl text !laG iJee l~l the babl.S 01: h:aSiste ri a l. eai 1:i n S 
a nd criticisTi1f accountecl tor tne st:renstn or the Dallau as follows: 
Lut cle~rl Y , ~he tracitiona l Dail6 a Rlusic o0erates 
~, ga i nst na rr ative e r t ect ~na acts t o rein:rorc e the 
l e v(:'l i hil.;a s'sivlty OJ.: t:.h e c!l ~ r a ct e rist:ic st l' l e . hnd 
e llis i~ a source or ics pecu liar i..:', Qwe r. ll lthou gil it 
i ntens i :r: ie!..; t ile E:ldot iollClJ. ( ant.. lyric) e1:J..:ec..:t 0,1... ti le 
worus ~s they pa ss, it ae - i na iviuuulizes all~ oLjectiiies 
tn e ir s t a t·0c., COlltenc . 1 t r e l.jul u r iz e s anu lev e ls out 
clle oills QnG valleys o r na rrative inte rest a nG r eau~es 
ttH2 v a r}'ing ti l?e ec.1S 0 1 tr~vei. to it s O\nl conSLlltn: FUC C. 
(l YG9 , l~~) 
,-,ut Tor triis to h appen, t here .. ust lJe W!WX Bronson CQlls a "ser,lantic 
11cxi 01lity " ~o toe tUIl e ~, so thd t ttle~' ca n be ~ ua~te L to tile 
JOYs ana g rie fs ali~e o r t h e tex ts. ~e are all a mil i a r 17 i tn 
tne ieel ins th~t a f.GrticulQ r tun e i b aGs c l ~telj r10 nt ior il 
L> iHticul a r te .t . Se ve r a l oi tLe critical COWlwnts a lrea uy )"aae 
in 'Cili s ChC::ll_·te r si:-,r in~ 1 rOil. sue!t a co nvi eli o n . -:.: e·t bt u Lo}' 0 
c he history ot io l l( sony will s h a k e our f a vourites witl} the 
co nt inu~ l ~i G covery O£ citter e n~ t un eci ; 11 0 ri~irl ~ 1.(' 0 ollie r 
tun es or borrowea tunes or resional variants, B01Je OL Wllicil , 
\ Je r.: liS~ ov.;n, l av e s i ld il 2. r r i':: 11t nes :..;. to' OlK tun e :..; , uS L urns 
Ile li knel" a re co nv ent i onai e nough to witnstane; Juoicious bo rrowing . 
L .l.l ilc wr Ollson i s l-·ro rounuly U\'l a r e 01: tne int e r de i., e nu en ce or: 
~une an~ Le x ~, he is rigltly sce pt ical o t tne a s cription or 
l-Xi rticula r er'1otiona l colourin~L tu l.)a rticul c~ r tunes out OJ: conte;~t, 
~n(j still l;lore sce i..:tical ot the t.r a cd tional semcill"cics OJ: r.lo(.~alit~l . 
in a b-ia rticul ar key at a particular te l~l:-"o naG a l...e. rticular churacter, 
GUt i t i:"i Ust ...t lso b e c~(;K nui.; leug LI tlllit SOUl"1l, (j ut:!.lit:.~{ , t.;;. ey anu 
te r,lfo are :c urther I7i odi f i e c b~i a te~~t . I t accOIa pani l.te l"lt i s aGaeu, 
tbe Cil&I1Cj C c.:~,fl iJe very stz.:r t i.in,::; inue cc: t11 C ~n(;rdl(; v,it n whl.en 
0ac~ so Movingly ~lumDs t ne oc~ths oi gr ier throuy~out the St 
Natthew Passion, no tauli· ·C0 tne. ~e At , " u :·;v.u},-, t vull b lu t UliU 
LUnetcn ll , occurs D,lso in the Christmas Oratorio, trc..n Eio r weu 
,; it11 a brillia.nt trur.l1;et oDblisat o i rl to a l? ec.:n 0:( i:-> r aise to 
cl te~~t ~c sinn i nt....r iI ... . Ull ~J c: iu i : r \l otil ge ro c l~ 11. 'l'nut "::'2.,.Cil i n t e n lH0G 
t.: r eI,l inGe r or: t h e Pa s sion in celeLJr2. t ins t ne lJa tivity is inci aentCll 
to t ne tran!....L:orua t iol'J. 1.1.. .les s lt r ai,w,t1.C, tJo rr o\v inss 2.rl u a,Lhl L- t.J. t iol1ti 
I.::. r e muct. more co (,Llon in J:oli{ sons _ 
td,..:a !;'t c1 u 1.1i t~l i s c ne ce sa r ::/ rec.t ur e o~ Lol !:..: ~on9 , tor G i ~ l l .<li<..:1.l.:.}, 
of t e x t ' nCI tune a r e ver y i .1 .,0 rta !l'C: to t he n 2. rr a tivc- :t)url-'o se 
o r: iction, sy:ta x ana iil;C\(j e r y tnat \1i11 pcr n,it th e tnreL.u 01: 
tl10 s t ory to u e l~ e l Q throUSh a s i n~ ~ e tel l i ny; til e t Ull e mUG~ 
not be so iuio syncrat ic that it will i DI~a ir ~he continuity OI 
tb narra t ive . L:cr Call. the r;;u si(; inc... ul~e in cJ.t tGHii.,ts t o lll. us trut e 
~ l?e ci:tic i ft1 nges in til E' te};: t , other t h a n tlle 8yrlLoolic d.nl-! nrchetYl.)ic 
Ld~g e s 01 r c~ r ci i ns , s i n c e 1. t i s a L1 C:~:"' .:l rl.; or s tro l'111.C SUrLS t:n a t 
suel; a lLiuSlca l r iCjure wi gh L. be tcr.a lly inai:, ... rOl.fr iCl. t::.0 to a se:.Use ... j Ue lit 
.stanz a . ll'hc: E:.l er.·l e n tG C0 h 2 r e Q L: J:.;Qrt1.<.:i~all t..; in .:t ritu J.l , c we h 
Having a c11a r act0ristic role, b ut eacl'l o bJeratins \/ 1.th in recogniseu 
rulcG . 'flU: nu r r Ci. t~V f.! ur urSUllltflt is o n e u i li'lel: iort 0 1. '[.il (.! L >..i lC 
Lr ame\'J OrK , the b al l ao ~or r,1 o f text a nu r.: usic th e Otrler . 'l'h 
sin t\:u~ a nL.. a ictioll cO Il 1:rii...ur.e one set (n: c olc L:r ~ CC Lil ~ t· ictur (> , 
che h;elo ay and harll! Cnic f.l OCi E: allOl:l1er set . Br onson re~li arks l-Je rce l.J-
civ e l y 0i: tn c u ictio n "Cll i::lt 
tile Et e r e otypet.: e pith ets .u gr"er. t: the ~ t a tuesq ue 
il.l~a s s ivity OL the na [r ~ti v e u~ conticuin s i n use 
Le~l OnG Lh e l)oint i.le r ll:itte d by vE:ri s iJllilituuc . ( l:;oSi, 
D ,,) 
'.I.'he tune sets a l: Ltn u ament a l .. 00 0 to r tn e tE<i ... t anLo. l.iainta i ns 
it: \/ itu 01'111 S I.i t:t lJ. Vu ri a tlon s . 1 n tr c. L.itioll c.l l )e rl:OrHiciT.CE: tde 
variations tlre 51.lo.1 1 inlieea , contributins 
an incantatory nlas kli],e a.lOot rie s t ha t a~~Q r encly 
.I Q K~S 110 COllcessiollS to ort.;inll r :i tlL.ctucd: i0 n;;;:, or l!Ui.iall 
sy l~~a thy or c l~citem eGt , no r show s any ~\la re!1eSS o t 
& ULtiel-:c e , 0U t t{..citl y & C k riO V~' l eGseS , '[. li r o t.. ~:no L: t ( l.t:. S 
~llegiance to a hig~l er court, t h e strunye ly bstrac t , 
i I ' . l-'C rSor~ ':'l la,\ l o r tra <.. it.i o n . t I b io , l:i:::: } 
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-The weakness of strophic song lies in its inability to make 
detailed musical statements about the nuances of the text; its 
strength' especially . evident in ballad form is its power of 
ritualistic incantation. ~he typica~ ballad tune consists of 
four short phrases, the first two complementing one another, 
and standing in .turn inantiphonal .relationship to the second 
two. Sometimes repetitions of phrase occur qiving, for example, 
an ABAC pattern, but ABCD is more common. The climax occurs 
either at the cadence at the end of the second line which is 
. . . . .. 
usually on the dominant note of the key, or in the third line, 
the fourth line resolvinq itself back to the tonic The melodic 
range of the tune is almost invariably an octave; either the 
octave from the lower. tonic to the upper, called an "authentic" 
melody; or the . octave from the dominant to dominant. called 
a . "plagal" melody - qo-called "qapped" scales are often used, 
notably the pentatonic, which is quite common in Scottish song. 
Accidentals and chromatic passages are very rare in folk song The 
metrics of the text can be easily accommodated in duple or triple 
rhythm, Obviouslv anapaestic . lines like those of "Bonnie Georqe 
Campbell" accommodate to triple rhythm with an easy syllabic 
flow while the alternate syllabl~ stress of "0 Waly Waly" is 
accommodated into a musical triple rhythm by having a longer 
note imposed on every second metrical ictus, ~he deliberate 
tempo and solemn dignity of "0 Waly Waly" are largely attributable 
to this accommodation 
It is instructive to see these typical musical features in a 
famous tune like the current most popular variant of "Barhara 
Allen" (Bronson, 1976, 223). 
This can be compared with a composed hymn tune in ballad form, 
Jeremiah Clarke's splendid tune "St Magnus", commonly associated 
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-with the hymn "The head that once was crowned with thorns", 
dating, incidentally, from about the same time as "Barbara Allen" 
~ i ~ 
Clarke's tune, a classic plagal melody, is distinguished from 
folk song by its augmented fourth leading to the dominant chord 
at the mid-way cadence, otherwise it follows the principles 
set out above. It is interesting that the melody starts on the 
lower D, the dominant, though the chord is a tonic G major. The 
last line begins with a triumphant octave leap from D to D before 
resolving downward onto the tonic G. 
The discussion of ballad form so far has ignored the rich possib-
ilities of repetition of parts. We shall examine these as they 
occur in the song texts, bearing in mind that any textual repetition 
intimately involves the melodic structure. Repetitions of words, 
phrases an d lines for emphatic effect is one of the oldest of 
rhetorical devices. The simplest such effect involves no modifica-
tion of line or stanza structure. In folk poetry there is always 
the possibility that such a repetition was originally a transmission 
fault caused by the singer's loss of memory. Even so, the repetition 
might be creative, since lines forgotten might be superfluous 
or otherwise inferior. "Helen of Kirconnell" is so full of telling 
emphatic repetition we must assume it is deliberate (Read & 
Dobree, 1952, 9). 
I wish f were where Helen lies; 
Night and day on me she cries; 
o that I were where Helen lies 
On fair Kirconnell lea. 
Cu r b t UC t:ht he c .. rt ttlut thOU Cjnt tl!e t:ll0USht , 
An~ curs t the hanu t oa t tir ea the snot , 
\ IlH?rJ ill 111 '· ' a n.ls Lil.r(\ Lcl e l.i llrU .I;' t , 
LnG uieu to succour l!te ! 
u tIl ink na 10 I.~y bet. f t \ l llS La i r 
Lben rl1~{ lov e c.r Oi!t COHn anu sVake n <l e r"a i r. 
I l;:..; iu i."ler <...0\ ;11 \I i I :.it.: ihl e c;.J.r e 
Un air 'irconne11 1e~ • 
. , s I ,lent: ,",O·.!, th e v:" 1:c r - bicte , 
Uone 0Ut Ely foe to be rt1} " guiCtc , 
.. ~ onc: iJ L:.t l.t) 1 t00 "C0 lie I.({ <j ui c.ie, 
un iai r Kirconlell lea . 
I J.. l ~·dte C! tlC\ 1", Iy St·1CrL. to ur ct"',·/ , 
llacJ~ea 1ilJ in ~iece s sma l , 
I r"1 ... tc kc (. .. hir.1 lI"l i __ i eees SI\(d. I, 
Fo r her sake that a iea ~or me . 
() h e l en ' u. lr, beyo n t.. cOJ.1t--u.re ! 
1 ' 11 lna l:e u gC! r1anc.. or thy hair 
;:.;}1(.J il 0i l~U l ' ~i il C ~ r t Lor eve: rI,lU. ir 
Until tne ay I d i e . 
u tLla~ I tI e r s Wll e r e 1.ele n lies; 
.. igh t anc u.J Y on l ill""! ~h e cr i es; 
Uw 01: h.y ;)e u SHe J.J i u s ,'tiC: ri b e , 
Says , 'I Ha ste BI1Q co ne ~o l~e !11 
u ~elcn I C: lr! li .c:l eii ctl;:!ste ! 
I " 1 wer e witll t hee I we re blest , 
~ le rc t llOU li e~ 10\1 Cl lH ... tD.h.es cny r c :..::t 
Un t a ir l~i r connell l ea. 
I \lis :J E.y Cjrc.ve e r e \_rou i ns s r eec. , 
H ~:J inGins sn e et G.ra\:/ Il o,-..'er I;IY eC:' n , 
.h.nG .l in l e lG 11 ' s &rt.lU lyinS , 
lJn rdir 1.irc.;onne11 l ea . 
1. \l i 5b 1 \:Gr \·:h t::.' r c j: i~lerl l i e s; 
_Ji,:;ht anc. Ga y on ll: e S l e cries; 
f\ l1u 1. CLL \/8L:.r} 01: ti'u,? s K i c~ , 
::,ince my Love t..iec. r or me . 
· ' e i r a in s liil1 oe c:iscussc u sno r tly i n ot he r conte"ts . he re \I e 
i10 l:se v:[ HU r. 1: ir hlrcc-nn c ll l e .:.t 11 as a J:.,·&. rti .3 1 
refrain . nno1:i1 e r r e~etition uev ice t0at DQS ~ ir ec& s tuctur a l 
L ., t;-. .iic(ll:ions ~ or tl:(" ti ilole u 1. uU iu tne use o r: G l.lO<..i l. r: i CL r or .ll 
u r che t ir st s t anz& to ell a ~ hc ~OeIJ . ~erl1 ~ ' S tile most r ~IJOUS 
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c.:nc.. tliiru l.in C! :.... . 'l' .C1e SeCOl"lu l1ne i s tn e t:rli0hlil ti<..: 
Pa r scly Bage r osei.,ctry ajill trlYhic .. 
~canz~ uy scanz a u ith t ile I IIOC ' ~il1S re£rain 
l~ nc.. sbe S lall ue a true lover O£ i",·,ine . 
r11 e conne ction \'JltH Gc:~l'l CC anc ri t uc.:. l eXi .. l u ins tb e . .... ll!Cl rerl.1: eL!i.:.· ti ness 
vi r.lany 0 1: t lese r e rai ns . 1n E lizt10etnarl ti es hlac..: ri'Ja ls 'Cba.t 
c .. i~lol e\", uilllaa btul:~ ... as i n ter ~ee r!.Je u \i it n II tu-l ~-l&1r [ c.:.t: t u l (: 's 
we re callec " ballets " , t ilUS I.i aK ing a i a s cinatirl etY"loloSlcai 
lini~ b~tweerl n b rr a tivc iolh ~oetry ~J~U 0ai1Cc . il t ~' ~iC ~ l u ~llet , 
s uc~ as florley ' s " !J O\'! is t 1e luontu o r uayins' u set t ' lE' verses 
iii 010c "' u ·1.::.t r .ro n ie::..:, u.n. L. i n l:OL:U.c e l, 1: 1'': COU lt c r eo in t onl .... ler 
~:n e seElantically e .dl.-' 'j re:i:rain . it i s iro licuJ., or )e r ni.l r,B i nevit-
~I.,lc, tUl.-t "i il-l ;} 11 dc ... ,JL:..ir c (, rc.:.c.i uen t u r y su~se:":'L.IVC c(; nnc'c",tlo llb , 
it n ot Geno t ~ t ion.s . Un e or Jonn lJenne-c 1 S 1.!OS'C f uY,tOUS illaori Si:l..Ls 
(1."01 J..0\/c ;.,." 1967 , l~~) uesin;s 
,,:.}. 1 (!reatures )10\-1 are r,le rr ' hlerr y fl: i nce 
'l'he slle!...lnerL IS uuugl ters l~J l.ay ins , 
'.l'he nYh;k'I.1 S u r e I i.. - a - J. ay ing , 
YODL Duyle was well windeu . 
'.1.'be r ClYi,.e s a r e sisnii:ic.;ant:! 
uallau ror m rl:ay taus bc v a ri ea u~{ r errains in<.;ori.~:orat ed \lithin 
e~~l?anueu Uj r et r a ins one o r two line s lons , or 
into t he line in a va ri e 'Cy o t V"-'jG, uoth 01' r e~)eat in9 ,t c loGles, 
as i 
ur b y ne\/ IJGloaic I ~ ntcrlQl, as in "He r e we COI~ a - HZ4ssail ins " 
( i b i d, j.t - 3:J) . '1' ~ e \/c l.l.- 'O ll()\in nl. O C J ~i. eS ilC 1~l,;:L 5 t= l s u i. ... r OV 1 c.: C: B 
ciIi instance or a. street - venaor I L sonS] l)c~ i ny il't corl-,or a tec.. ill to 
refeucins, co 1:(Jrra a retrain . tiUCil re~eti t io ns !lel i:J structu r e 
~e r hat) s is l:he ritual co~n"[.in g so lS , Usel! l)0 1:.ii Ior cllil ur cn ' s 
07 
et al, 1928, 152-1:>3) i~ GUCil a SOIlS , tnous,h 'CiH= nUJ..be r 0 1: JOY;; 
vilr i e:; \iicl1 L. !l~ v0[!.jio !l • .c;UC£l ~t.a i::::: 0. , (;Oi.li-, l er(le r~teu by e.. rE::Lr::.ti r: , 
O~ie rs us Ole l i ne Ol~~y O~ unpre~icta01e te)~t . 
H :curtner e ;.L.c n .s i or~ OJ: t:ois ~0rI.l is on~ t l1a t l-, re .:.l k~ ri'-jHc out 
or tne ~a ll a u : the cUl'lulu t iv e sons - It is a v e ry iurl~amental 
1:0r.l ,,1 V.L i..-· 1i....l· T . .... l'C.>:i. l a llsua St.: . hi.lunS nur s ery rL<i1.1es 'vle nGiVC If r.L11 1.S 
18 'the Heuse that JacK Built" , iJut th e pleasure or the cUL:ul c. tiv e 
son s is not: conIi ~ eo 1:0 ciJilc..ren, as t nt:: cunti n uins L.., olJ~lclrit.l" 
a t sing - sonss OL "Une ~an \i e nt to i ! OVj" na "I i.ll .s ing yo u On e , 
u " ir.l.t.icd te 3 , evC?n i1: t iH: ir ill edlii l iY S a r e no lon se r ~ru 1::e l.. L y 
cor.tlun i t ies ~n t call tnernselves so phisti ca te~ . ~~Ol19 t " e .lore 
l·ro:coltll l~ is the rel.i':'l r t(iJ.ul e t:yc llc wl SOl1!j c l... ll cc.. u'i .i.<e C! ves "'1'11(:; 
Lve rl ast i ny Circle " (1960, lull anc l:'ounc in [dany v e rsions; 
chroushout ~u r ope . It beSills 
[,11 in tne sre '11 100u tiler e srO,veG a tree , 
b o -in Cl t r e e as you e ver u iu see 
hl"itA ti"!2 :: re e i! lenve.s :clouris f;;l.o arOL..hl.l G.r O LlnLi il rOU H U 
BIlO t e green l eaves 1.:1ouri!..;r.. e c: arounL. ( 
Hr~u all OIl tili~ tre:e tuer e sr ()\1eU a LJran c tl , 
bo xine a Lranc, a s y ou eve r ~iu se e 
h lH ... tn e D r - len \iC.2 Oli. t h. t r ~ e 
i~nd toe tree was in th_ \iOO~ 
l"l.nL tne ,-,r e e n leclves i luuri.GtieL.: f o unt.. ••• 
it continues t t rou gi1 a nest , a n egg , a biru , a i cathe r , a be d , 
u lau, ui0.iccn , l... kJ c1 L~l ' (:l lJoJ:' .:A n i...! i.~li. ucor n IV ':' CI"': - 0 t n €' t:f € e , 
1:rac i <) a cn a in o t e nv irol1l"ent a l int e r-c. epenuen cc 10llt, i:lel:'ore 
SL:lcn tuinss Sto .l::;U€C: lJeins tI.!Kc:'n Lor Sf l ~t e c. ant. ~C~dl,le t he t:u.VjC!(;t 
icr Lrenz ie sc i e ntiiic di~cus b io n . 
'J.'i"i0U l:.; b the o D.e -lil!e r l2 r~in i ,; :Li(; rG s~ r:l.t.;l e l it can, t!O \oi eVCr I 
t;e used \>l iti~ srea t sKill . 1.11 IrO li O Jonn ll tbe ll\ e<::.n~ns or "Cll e 
rel.r.:...ill Sllil.t~ teasi l1 g1~1 ~~ tiie seuuctlo n u(!VE. l0 i _S I tll0u S ! ~ 1. ts 
Y1 0 r~S re main constant . ~~ar ~ , wilo wab ver 5cru~uloUB a~ou~ 
version 0 tilis lovely sorlS i n ac iere llce to trie s usce~t i Dilities 
Cl: hi s conteLh,0r a ri: r e c:{" c·r sL i ... . ;.L'O i:.' :i:ull ricI"!C:: l:.i C \ ; IiCtt [ l e s(...tn~ r eu 
r eUa~n l ittl e kn oVln, Hh lC ·l Just iti e s ~.i uo t:. i IS i t ill :i:ull (r\.e eves , 
1 95 &, 10~ ) . 
un yonc.:e r hill th e r e ~tilnos a creil ture 
\: ho ~ £1e i~) I (JO not idl 0\i 
1 (1.1 so \lnL court l e r 1:0 r h e r .J£au t~i 
.she l.lust CHiS\'W' er Yes or l'-l O . 
li l~(j ~on ! : , l~ O Job n , dO J ohn h·'O . 
Gn i1er bo som re bunches 01: r-osies 
un ne r DreaS t 'h de r(;: l:lo\lert.: sr o\.' 
L t 1 Si1 0li U cilu IJce to tOUCH t ha t 1':'O S1' 
~!i G l.1 U!:..:C al1b\Ju: r Yes c r 1\0 . 
U 10 Jolln, ,jo Joi" i , 10 Jo hn lio • 
• lauClU I a il> COl.\C tc to L!c c r t ~/ou 
.. h etile r you r pu ss i ol1S can SiJ in 
C01.H2 a l ~ l. S t;; t: yo ur s c l_ (..ovni L.. lOliS:::. i1. 8 Cl ide 
[' e a r 1 shou.l u ne ve r se e y ou aSilin . 
{J dO 0 0 fl n , b O uo:n11 , uO ~on n LJ c . 
l£Y husba no h e w~s a S[,u nish C ~tain 
\ien t to sew 0 L. t G.t iuOlltn ugo 
1.nc. th E:! very l a st tiI;H~ \'I e !;:isscc. u.l1u pc1r t e o 
Ie a .lVl i.:l }l b Diu r,l E:. anS\'lc r lO. 
G Uo uohn , Uo John, No JO'ln 10 . 
Lc:;. ucu" ii I y our ::: a c e i s bet.i Li. t:y 
I n your bOSO;, .. i l O\;e rs srow 
J. 1 yo ur b8crOOLl tn E: r e is lJlc a sli r e 
",naI l view i1:, Y0 1.: or no"? 
(; 'lO J O!'in , l·i o JUL!iJ , ,dO J Ofln i C . 
Lc.L.ar.i shull I tie l,ou r Su r t er 
~i e it a littl e ~ ~ov c you r i ~11 e e 
Ii jl,y hane, shoulu slip;:; l.ittle " rtile r 
~ J O\.~ lL. Yuu t lirlJ~ i t.:. tilll i 8S 01:· ~.i ~ ? 
U ~ o uonJ"., ~ o ~.ioh n, £":0 ~.ioiln l~ o • 
• ~ lov e a n~ I we IIDnt t o be o tos ethe r 
~ne r e we l ay ~lll th e COCkS G i ~ crew 
un close yuu r ar i .l~ l.~y ne a r est ]C',,·,el 
L.il. c10Le yO'J I i.:.. n~(s ilLi l ee u o Se . 
t; tiO John , ~o J·o l11 , t,:o J'ohn d o . 
~h e r e0et iti on ot ~la 1:eri al is a l so a way o · cop l ng Ilith 1:h e 
t .. 0 re llni.,:.Ll ,er c.ed.c::u; or o...Jt.r 0l:..,j.l i c son~: t Ee ue.LJ r o ... r i at en es:.:: or: 'C rl e 
tune to 11 the stan~ u s . ,je r e i s tne .L ClE10US ri u<A l e tions coiiect ea 
69 
in Dorset early this century by H E D Hammond (Reeves, 1960, 
161). A much older version was later cOllected by Sharp in the 
Appalachian_s. 
I 
~I 
I 
I will give 
I will give 
I will give 
And she may 
my love an apple without e'er a core, 
my love a house without e'er a door. 
my love a palace wherein she may be 
unlock it without e'er a key. 
Hy head is the apple without e' er a core, 
l-1y mind is the house without e'er a aoor, 
Hy heart is the palace wherein she may be 
And she may unlock it without e'er a key. 
It can be expanded to three stanzas by asking questions beginning 
"How can there be an apple? •• " The speech rhythm of the text 
is rather rough, though if one knows the tune it i m~oses its 
own rhythms on the text - even in songless recollec t ion. The 
tune moves gently in its tri ple measure, and, in th e singing, 
the varying number of syllables per line does not affect the 
smoothness of its flow. There is no false emphasis at all, the 
slightly odd emphases on the words "without" and "wher e in" being 
functional in that th ey reinf orce the mystery at the rioale. The 
sense of the riddle must be allowed to express itself to th e 
listener without t he tun e 's seeming to intru de ; in fact, t he 
tune richly enlarges the sense, with the syntactic paralleli 
of the first three lines complemented by subtle musical contrast. The 
key words, "apple", "house" and I'palace", are all perfectly 
placea tor emphas is within their li nes , and this emphasis is 
augmented by a movement of the musical intonation. But that 
intonation has a curious ambivalellce. Is it major or min or? Its 
range is between middle C and the E in the octave anove, two 
notes more than the octave. Its intervals are those of the scale 
oi l.. uaJ o r . L l..t clH:: t unc i ~ J.,;u i ~ t a Do ~ t C, ;,;; an(.. l ~ , tn e COlt l!:;onertt~,; 
c :r Cl si I~l t .. J.. e i=.. r:ii nor c n oru , cJ. l1 l< L<oth tne r.ti u i1 n u f inal c uue n ce s 
- r c or~ L . La r s a i:.t L.!ne L.. t u ctl':': t orlU J. B1 ,:::,L.e r.! O£ L0 ~t ·~ r ll ~Ou U.b l(! 
or t he ' i Sjntee n -c h a.nL, i~ ine tec LJtn CCll t. uri es vJili he.1r til(:! ~e ca uences 
us ai;d .... i v J. l eilt . !l' l1 i.....,., t l. ,e u E' r iv c s :cr OHl all u l ce r to n .:.... l S.~' 6 t Cf:. , 
IJO\'leV e r, 
d e r E!(. ... c eS:.:io r 01 OL r j;ii l1o r ':::' CU. J. 0 0 Ut: \.: i t :.i'10L.'l. t h ~ lI e c r r c c ti o il lf 
o t tile l e ac.i n<j n o t e t li:l t tile u s e o t v e r tic Cl l h 21 (l"O I11 e " ,las t o 
to t he t Oj,l 1:: anu uown th rou gn tDe oc t a v e , s u gejeS Cl ll" 
I..Cl 0 L.r . '1'110 t Ul1'= i~ 0 r:(2c.::t l:i l; ;:;l. .. l llce ,j .; l r ,- ( e C: S.: ~ l ltSt. l"I"tr i:.i.:J 0 , sr UL.. !., i HS 
t:he 1 i nes t \ /C anc.. 't l:l 0 . hut t n i s CuLS a(;ros~ t ne S:;' l • .:u,," arlc.. i 1iu .. e G. l ace 
oS nsc: 0 tue te At \} i!icll '.:.· r ouuE. t ,C ' I: tlJ r ~c \'.\1H .. .l u n • ·,L'n i i.,:; ~SQ. i n 
i s ~ ri enr i cn :ine nt 0 1: sense , si n ce the t e ~: t r es l..IonuG to s uch c ro sl::.) -
~ r ou~ ;iI ~ S . \, ~heH tn e riL ul e i s ;.J ' l. ns Uld:Ol. UOc... l. ll t h e ~~ (;OllL< btu ~lL.a , 
t h e :f,ia r n llel re ~ .... c t i tion s nav e Cl rll o st !:,ohl2 r i L.:l ul'ii ty i n tj ei '- e Cl: f 
ti~ C t u ne r \}L.;ec... ti ns it s r c l ut i u nsil i.i.: t c t he t e: .. t . '.1. ' l'l e r Q is u 
l..i °r e r ence , howe v e r , in t n at 1:. he key vJ ort.:s , " (l e-.l L II , limi n G" a ut. 
"{!cu rc ll , a r e c..: i r :.: e r cr~t l.:l l:.~ l ':~CCc. l:r o l .~ tile ke~' \; 0 r ld~ O.L tnt:: l: ir s t 
LC. nZ il , tl1 t i :s , o n t Il e t ir s t ictus or t l1e line , no t tne se COl1u . J.e r e 
u r c ly , ·he b i ~ il L ul s i nge r \J i l .L cu.:::.n'':'L- ll i ::; (:i:Ll ... ilu::.i s .L.rOl,; s t all~ ..... 
t o l;:;t a n2a , anu l: he l:i ny ~o i n t t llat:. i n th e s e con U. s c anz u t h e 
" e ':i \/ o r0 5 Cir e ~_' rc c e uC:l: b} 01l1 i d ~it'lS l e s y il " k.- .i e u !..; - ueu'c \1 iJ..l 
r e i nto r ce sue. a r en c.. c rill <J . I s it r o. ll. c i r u 
t nc SOil':j l b u.r : irUd1: io n L: , t o l ~a r iii n e to 
OJ.: a lA? r e Ul'1l. a l 01 k ','i'i s uO H r ec:oSni sin ~ \'i i th YeClt:.s t na t 
A jA t y LJey Oil.;;; &11 tell i ns 
is n iu i ll tn e ilea rt 01: lov e . (1984 , 'l U) 
l;O L. t II t~e:l " ' i. .. C OI,.Llon 
b aliic ~i I Il l.J O.l i n iol K sons - In any e v e nt , t he r e I IL ay no·t be 
i lt t:b t.: el!c ir e r e t-' e r t 0 :l.r C Oi.. son0 u Llu r e Lc:il: i .s:ry i il<:,; liI li oil u r 
1.: i e the J.: O f l.i , t he i l.:&g er y 0 '( ro lic s o n g i s s i .Il)l e Cl IH ... or:t E.!n 
(; Ol;Vel~ ci o ll u l . \i C !lUVe !;.,C!C.il t:llcl. t o(':cu.s ~() na .li l' J.. ol J~ t.. 0 L ~.J ,} l.J..l 
tnrO'.i U~J Hi,:::gl ~ ' t,·r 1 s i n a l i r,iz'se r i (;1: t..J r ~i..t Le~Lt:i ' 0lit sir:cc 
the ifi,~se :; Ge r iv e . rOi'" tne COllil!;on envi ro n~c.ent or L>Otll bin t,Je:.: rs 
2.nLi i i b t cllcr s , (jilL, ::'li'_C e , ir~ tue nCitu r e or the soc i e:t i eL i n 
\Jll i ~ii ioll~ ~ons l i ves aIH ... s rc \',1s , th c t env i ronr.ient i ~ severely 
CirCL~l.i=.:;cr ~ue v , i .. Ob".: OJ:. tn 8 i U&':Jtry COI.leb ~ro.u .3 COhiJdOi l u.Jrri. . ~Oi .: e 
Gi ou r COl,ll~ones t sonSE 11&Ve I llean ill~s IllG Uen co us, ~U~ ~lain 
uS c... .::.::/ to t 1e LJC'a:::,c:..l~t r y 1: r o:,1 \11.10;u tn ey c or.lC; . oueii sons.s cC! l ei..J rute 
J..;o c n. tne s .. t c r eo , liKe n L~a ry hac a Little LL f, d .. ;", ant..;, the r:; r otiill<2 , 
li l';' c Hc,ne L,l1: :.: eL1:. t o 1.0\1" . J a i,H;:,s · ~ec..:ves ll~ ~ i-'O ii, 'CeL. out i.~0St 
elega ntl y ( 1 96 0 , l7t ' ) th at: tn e cluster or' i r,(ilges " r ounu t ile 
tneL',2 01: rerC LLitj' i"Ubt De l,llue r :....too(., i L td C1I [ ei (.,ti()Ht.iil il..-I~' . it 
is t:le ve r . oJ:;i!o~ite 0 :: coync ;.;.i~ tno.t ns'suc i ates nul.i.:tl'l Lc rtili t y , 
at. ~. ill d tt e r OJ: COL:rL 0 , '\ } l tll t 1(~ ::c c rt.ili t.::~ 01. til e so il . 'fllS i r~ . u ~e 
or tn e sareen as t nc ~-,lL1ce o· love, Ci. ~a aSSOC i t e l.:. ir.1f3ges or 
llill.oei~8 .:t nL. tLic l':etb l..l1u ~ tr cuhU.i .. flu ~~ r l U1;.eG rU.ii r iSlit t:ll uu S h 
unt. \l ilh:in lj tll~ll:' acco.:.~l:Jct d E:: ~ rUS !..> j club ~-; i n':J - GOnSiS i~ .. L:12l-- e llc..(.'ni: 
u~on t exts otten n i Sh l y corru~t ill 1:iure senses tn a n Olle , Cl1~ 
c. ~oou UE:'-tl 1 8 ~ e~"i:- lici t tll " ~ 1:01 ~ bons • .i::8evt:L 1 L U i ~C.LlSbio11 
OI: II rl1he F OSJ9 ' De\; " ( 1 958 , 4:' - :)"/) is vf:.ry ern:. e r tu i ni ll~ . 'l'b C Oi'!LU'ca-
iua s 01- vlr ~ i riitl: ;Jsscl!i r~ t e(,; \·,i ~l! trl c \ ,70rv. II LeVi " ' ur0USi~out 
rol k i!oecr y , ane in otile r £.;ll.I..., J. i 811 tJoec ry as lute D.S ti1t' beven1:.ct:n-dl 
Ce iJtu r y , car r :·' t he i lll .... Se to til e vcr<;,e:.:. 01: bYLi:.,ul . 'l'rli !:J l S j._ r (!ci:s~l~' 
"hat we \loul.u e~~J.Ject C1: a r ch etYk'a l i'il1'~ge ry . 
uses both toposrai:-,n i cc:l antA a rc n i tectu r al 1iuase r y to co njure 
t1:e L)c::lcveu '~J 1.)0 ' 1' ('\/C! u':.., ! :a .! :.ll ll ~I;I!.; {, Ll.0Yc... , 1 959 , :.u) . 
at the 1.:0iJ at th is l.iounta i n , tnere hi]:' lov (: ' s castle stunc:s . 
it ' s all ove r L:;ul l 1: \v itll ivory on YOrlucr L:ILlCK SllllC .• , 
i"i nc e. rciles, :cine ...... o rcllCG, v.fiu ui":'U,lOl"i(.iS so uril.j!!t. . 
1:1: I S a 1-dlot ' or a sQ.ilor on (,£:.IrK \'1 i rl1:er ' s n i c.:llt ~ 
0Qj;te 01.: these iHiages .:ire l~lU l t i valelit i n LhJt t. _ c~ .. c:..rc l eit to 
~ t an~as l~ter the n d rr t or b i nss ~ ons i 11g1y OL a cre~~ a t t~e 
loot: (;L tn (:; ~:,o unt u 1 11 \I/ b c r e once 11 i 8 Sh l i -' \ laS ul!C lore . 
At t he 00t trn~ at th i s },(ountain th e re r ~ns a river clea r. 
1. :1 Si:li 'i_ l:r Ul. l 'Ci"1 2 J:llLic s u it:... CIl C<::: c..nCi1 0 r the r c; 
\. itn -ner re a tl&<js a - r:lyi n s; ant. r. ile cea t:.in s 01: h er urL.: i:"i' 
;;;v~" e e t i nG trU:ille n"CG 01.: l:1u~.iic; al1 1.1 Cll C :Lir i ns O:c L1 c r g L-;n . 
Luc 1 IliarVellol1si y e:r. l--- li(;i t c.na Cli .. t ~ .. hHje r ~J is CJ. celebration, 
llot ~I) ace ot vo} eU rishl. 
::..ny ccn s ic..:er a ti oll. ot tl1e i r. iUS e ry 01.. :colk sons "'ii ll even t:.ua.lly 
j) lay, love, b etrc..y a l , cec~ t n , j UGge r:,ent , lle 2.1 Ven a nci Bell a re 
ce:l e Lra teu . Lven tn e lurll.: uuri n s "LiH; "C.riai ill J..~: 10 o r: 01:" crij.;.' j;-e n 
th e s treet c ali a ueer s \1 ~ r C a ctiv e with til e lcites~ ~r isly tac ts 
- Hu rUiil o u r s . bc n r(; e l y l e ss sensa tion a l. C V011t S rlC. v c l..; iv e n L< S 
lov e ly b on~ s in t iH2 p a st : II He l en 01: ~ ir coll l 1 8 1.i. 11 o r II J. a r y f auiltOt!tI 
(b ro nso n , 1976 , 32u - 3 2 :;:) . ! r y b [Ll i l tU E \'ia .s c~ .t:' L; a. r c r;tli On e 0 
tn e l au i es - i n - vo1a i -c i ng to ha ry, ~;· ueen OJ.. ;;;cot.S. She bo r e a ciiil u 
t o Lo rl, 1.) :1 rn1 e:l ; r,~LrlAc r el~ it, ;Ja s t r i e u '::'.11<... e )~ t (;ut e u . 'i',ll E: star :::" 
i s l.~lau~ i ble enousl1, a nn t he circuLlstanti a l u(:;'L:.I.1J. S (l re accurate, 
l;. O\"; ;i t.o t he n,:lwes 01.. tne ut'1e r laLiies-i n- H.:t1.t i n , JJlt t l·.l.a r ::/ l i a!;ii.ltonls 
~ t ory has Dc en e::p lills e Ci Lro1.l 211 the h istoricl.ll r eco r e s e ~~c e i...;t 
LJd.i. l ci c . '1:h 2 t e a r C:! fe\·i t[~ cnluti (; t~ .:.:.oos ir: a n.} ' iil t <..; l j~ ;;;)0 11 ,-;: , cCLL:.u.lnly 
l)Ot a uultery or int anticitle or liuG ~ . 
\ihen we 100 at its t reaaJent ot r e l iglous e~ve rieIlce . Por t~ os 
\1110 o a k · l: ()lr~ .i.itc [ u. turc-, r eli s io n i !.;i :i. iJ.: c , not a iJunc. :.1 a iJ ..,t r 3. C-
"C ion • l.or i s it cont:roll e c.t 01" " p riests in b l ue }.: 90\Il !S" . 'l 'nei 
.1CCe i .... t i ll r eli s i o ;' L, u S i il l i r (-, '.:or- os s cont r a u ic t: io fls £i n c. L..'c, r (..(.j0 :~e~ . 
v ne of tn e 9 reaLe ~t O~ ~ 1e l.i evcl ca rols ae.l:o nf.t.ra ·c.es ttri s (b r O\Il"l , 
1939 ,1;;'L;): 
h Oil . lc:y y - L O\!Huyn , b O\,lilc.yn i n a bon u i 
i,'o\·; r e ~ 10\"l S(111 0 \>lynt e r th o\l t 11C no t: to lon'9 ; 
.Lll L. d l v.: a :..5 Lo r Q. 1t Gt f' Jj il, i.... 11 Li..l l-' l l tn::l 'C10 L.O i: , 
, :~ s clc:rki s ty nLtyn wr e t YI. i n he r e Duo K. 
r" e ~luQ uC L.fl C 2t l:J i· i1 tc.. kc ben , tue Cti!t-· i1 t u.ice ll 1::e 11 , 
l ie h c.u.ue never our LaL.y a bee n heven C- tJVle n • 
...., l y ss i c. iJe tH8 tJwe t I i at u.i..! i. · i~ ~ u. K~ \ /c:.c ! 
'.L'he ricr e \'It: iiiOh l~ sy n~in Deo Grac i a s ! 
1,L'he \'lhole ;'L~ass ive cycle Ot creation , Sll1, SUi: ' 0rinS I atone :dcn t 
une. r e C.1C.' i:tUti 0 1: i B t.! cce i.:_- tf2 LI nE'·r e , i l !il..i c.:Cl.l 1...- r e n e n l,e c. too, il l .::. 
\ i iJ..Y , tnous i i i=.5 not the \·:ay 0 tile cl e r -· s nnu tne ir DOOI~S . Like 
l";. "" tL.:.r e , it i~ c:; (;:/(.;112 tv iJ C Q.cce ...... te(.: 2:1:iL. c e lE-urclteL< . 
n,-1 tutal c.:,cL ... encence tnc.t 18 tile 'C.d (;;i.I: E:: O~ lhl'he t;,;verla~'(.ins 
Circl e " na..; i t s r Cil l.; ioll L ::...i,:.,l'ii :r: leance , a nG sucn LOll~::'; i .. u ~' Hc l l 
tG C ci L!les 01: 
.lo n e cj/ c.;l e o:c 
na v e been lncor ~or · te~ irlco ritual in til8C sy n thesis O£ - gan 
an t. l1iri D \:.iC1r~ rC.li <-.; io n tl1a t t .Lou r i ::; ues so ncltL.;r a ll j in Fl2 u~a l1c 
CO ~IEluni'(.i e s , rer tile sense oi tne F6.~D.n rOut s or Cr.risti all it· 
i.s l.J,o\·je r r:Ul .:::t n.L. evc:rl\-J e re i: l. .. ·Jl.:rent iI i iol ;.: lit t2 r ~ tur c a (, CU;Jt:Oi" . 
~he r e c~rr e n'(. ais a ~prov Q l or th e ecclesi~s~ical aU~110 r iti e s 
OJ: L- 're-Christian t e du ts illtO Chri s tiar, Ol,SerV<'IllC • 
"'1' b e ~ c: v e r. i..J 0 l ' S O L 1..:l r 1 If ( Lt c: a rid e r e t a l, 19 28, 1 S ~ - 1 :, :, ) i-1 (;. S 
O:C rolil.jiou ~ vision . 
OI JesuS, c e leuratc:c:. in tl1at lov e ly , SZly , sKi '}~ins tune, He 
l Et.. vl:ry ::.j t UL li n:; ! 
'rhc ne ~. SOOL JUY -nat: lla r 
',L;O s ec i1e r uc ..... r so n , u 0 S US , 
unly by tne ~e r ~ective 0 
h Ll it \-;25 t ne ]U}' 0 ; si~{ : 
Ut.<..d l t .0 Cru(;i.Li:~ . 
i ;-t;.t; licl'C il ~ L,L:.t:I:erin,:: Cull Co ee0l. .. ·l. C: Lit" :; 01: it: l i K\..! t: r ~i..J . In 
:::"O [,ie versicn s 0:( chis c a rol., an<.: i 1 O'Cller ca ro s , nOt: al.t~ y " 'llh c 
t.01.l:/ i:.U"i ( t ;::.ue lv./" t ' d2' r C i s u. r (:~ rc.ti rl liesinli.ia ~ til.! til e r i :.:..ii!S 
0I the bUll ••• I I wh ich e ~~ l i citly relate s C-.ri st i a n b e li c t t o 
a eonsc iolls n~s::; 0.( t l".:.t.:: cic1es O~ J, •. )t)t ~ '1 the li t.. tLr .:.i l dri(.;. tn~ sw../(2' l: -
na tural , t,OUSl1 ol f~ \'iisuo-.;-. tu~zes t iJ.0 LOi.stinction be t\Je en t he 
t V1 U . 
it i s ,e rr e ct.LY lo c; ical, ti1 e reJ:or e , tllac W0 GllOUlu f i nL in tolk 
!.::30n~ t:.i L.lt:r~ ins 01: tIl e nctions v ~ s[~ creu a nu c rnCll l~v e . 'l'ne 
tr aL itioIl is a& ola orlC, even witlli n Christianity , with u history 
01.: e (;cJ..cl!ic1 ( ' tic ~ 1 u llca v ines s \ ;'i:ic,: COl1Lel.Ii! S it i n o n0 Ur eL. tn , 
i1 11~ u ccoun b i I tile other :L cr The Song ot Solomon as a n a.LJ.ec;o r ' 
ct Cn rist 1 s l.OVe J.:LJ[ IIl. S Ci1L.rCll . 'l' 11 e r e l.tZli b e a tJ u SClli ori g i n 
o t:.he r-':U,l OUS oance c~rOl, "'l'0 1,.o rr O\ / Sfl3.1l ue r.lY aConcing Lay l1 
'J..'OL or r 01,0/ snaIl be ~ .i :l L.Q riei fl'::, cl ,J ~-
.1 \voL:.l u uy tru~ lov e Ol. e,.; so c h alice 
1 ;0 S-.: C t h e l c ~;en L; o t uy bJl,::.y r 
'ro cal l ln~i cruc love co IJ.y da nce . 
Si ns 0 L11' love, 0 tty .love, j'11.Y love, I,ly love; 
'1'11i8 have I Gone tor uy true love:. 
'l'h<: bicl .... Jl e r t 1e0 1:Y i~ cha t it i :.... l.<. r~ucu r 2..1 cord::l d ti on . fL n c cun e 
c n nc e s wit l) s\i itt s a i ety thro~~ t l t h e ~e~>t's ll a rratioll or tn e 
Cur i t :· t o r :l ~ l. !a t ivl.tjl '1\;Li..t2 t:ion, 'lTi u l, Cr UCi:L lui oll , l;.es~rr ectio!"l , 
t ' e Hn rr O'ilins; 0:( L.eIl a rt c. ': '1:."...ce r:. s ion . '1'no r Cira lti i s hios t fQ l snalYC1 Y 
u S C G t~)rOu~. ilCl.it, Uii.:l! t b 0 l"l tJ rr t.o. tiv0 L; c ir. SJ u ur i t.: iil til~ L ir ~ L 
;,:tir e e l ine s o · C.:A cb s t a lza an c. th e icurth .line a v d ri a.-i.: l.on 011 
ttl(; tb e ~I,-2 DoL: til e Ga nc t.; . !l'n ~ ..:..t te ct: on t n e t.e}~t:. O£ til e il. S llt , 
..Li I~lt:iG tun e i o:) once ll S2A l n to c- e cl Lt re D. unit:y OJ..: hO LA:; ar1Li. SU1::C ·2rlns 
ot ..Lo~ g i n9 nee~ t nat \10 ussoc i ~ c e I.lor e cOffi aL Oltly \/ ito c a r na l 
lcvc i.i!1i.... \ J itil L..ioL.Ysu ,s r a tll c r t.cl a r~ i~1:-eollli. r1'r1i8 cc.rol 0 t: lo Ilg S 
In ~ tra~ition with 
Lully, lulley, lully, lulle" 
'l'J:le r:C.1COll l1a-c.h iJorne 1.::;/ "Zn~k 0 Cl,\,1Q." 
u ~transe lOV E:: c a r ol ortn() !""'o /~e u i nto II U O\) !1 i rl. ion L orc.: s t n (u ea rI,l e r 
e t aI, 192&, 1;': 6 -127) . 'l'he c a rols ;:.lumb th e ~"ys t e r " 01: son", 
a nc.! l..:. ..J. nc c , evoi:in~ tn e: rlCu c' .l i n i i:1C h i:rJ t ll u[l'.;jindt e ..... ' llt..~ y 
nav e th e ir cQUnt e r Farts ou.::::iOG tolk literu.tur e in t llC e c s t a sy 
0:[ ut:VO'Ci O il cd. i.--,oe t.. r y SUCH ci S t ila t o{: iJu nn e , ~_ e r).) e rt Uo.1L. bl: ,jO ! 111 
or the Cro ss , or in the <...re~1 t Sa irit li'e r e- s a altwr p i e ce Di Gid n 
Lor enL.v Dcrfl i lli i n tn e: c h urci1 0:( ::...al l t~ i.ldri ~ ue ll & Tvi t Lcri~t 
in HOI'le . In i,iU.sic thi s ecstusy i s e~"' L) lor e c (; ~:/ b a ch in "C tl e t \/o 
t h ri .llin '-j sen~ul:i.l- s.t .. iricu:.. l L;.U ' . .:tb 01: tLle C ~nt:(.~ t-...i. LO l .q V, ~',lachet 
Auf ! 
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ELIZABE'rHAN DE CORU ·1 : COSHIC DAlKE 
vi: ti l t: Creu i on, 0Ut OJ..: the cun t inUuncc oi liJ: c , Oi e }.i.s t C jiC ~ . L~S 
£or c..~nC l ns 111 i1i.s .i:i. . • ,tO US \l Or l":, 1.'he Book Narlled the Governor • .Lt 
Republic, ulla li iuc Re p ublic , int. cIH .. 8u c o .Jr e s e n c a COl"l l 'r e H: 
~.IO V Cl.ie n'C o~ t:.fle c..... ~ nc 0 i:.! lt~ "1 ecessc. r y conj u.nction, 1I O:L Il.,,~n l.oo. l lc.. 
1 ft il .i:,c::. ~t e l: n o r s r: e J.# s HE': J..: clt 1I ,.)(:: cok2net ~ c()nc;orl.; ii; i n II tlle 
..,; h t,?r ll.0 Cl 
]OiilCC. t o "'el:..:.et i t e 01.: genc r Cl t:lon d a ke t h c:oll-.:.i ne llcc , 
1973, LU- bl) . 'i' .;; .::.: lioL , cas t i ns ..:. nost.J.lsJ.C 
. . . ~eeJl n~ tl l. ~ C , 
~·.c el} in s cile rn:/ t!li .. 11 t " neir (Jc:ncin~ 
1.e i 11 t:i1e i r livinS l~'l 'tilE: l i V l i1 :JC'6.S0ns 
'l 'h e t:L.l e or: tr10 S0l:!SOn a I'lL tl: const2llat ions 
'i1 ' I (e t i ttle O~ It: il Klril.; ant.. tile Li:o! (. wi: 1J rv est 
'L' C tii,I L or \:1:(; Co u l:. :i..l. n s. 01: L un n c. \ i O; .. dn 
be& s~~ . Fe e t ri s irlS ~110 i ullins . 
....;a.ti .I S \:1 ld l.. r in l~ins . j)UrIS a n ... , ('li~.! a t ."J • 
i1nc.. 1:.ha t ot 
y c 
.Lr~ l':'Sv b ir JOi1l1 C" v i cs , l i l~ e Sir Illl10 .. ic.tS ~ ly ot:. an e i:tinCl1 "C 1 \i yCLI 
1. •• Ui.....L i ::;z1eu f: 1 ... l. ()l~ ':" t)C0 ... , n \....rCl.lt:~ t:. r c..., C· l' ,,; rO t..: h: G.1 J~ llc i rl '-.:: " . l"i: 
;1 0 longe r r t.lui re r:; tlL or t: l :-lO\:. to J u~1: i':': ::i (.(..1":,(;i nS I 
lJ o. ncin~, . 'r l SI! t 1 Lo:l: , tne r.! !Je g&l1 to iJe 
,. h ell t:l1 ;: i rct: S (:C S Hhe r eor t he \/ cri u uic. s~rin9 ' 
li'li e l:ire Ul r e~~rc.n cUll; \Jd.ter, ule.. W.s r ec; 
~y LOV C ' ~ Je r LU n S10ll, n t ur0 1 b ~ .liS · l ~j j~i ns , 
'l'O leav e t:ncir J.:i rst u i sco r c(; l.l cOl!lL6. tinS 
L~l. nL. in a L~('!'11C(; such !!I e ' ~ l.i re to oLserv e 
LS all. til e IOr.lu LJ.H: i r .. lo t ion S110L:l u lJre s ervc ... 
"o r 10 , t il e s e a tl12 t ilc ~ tG a ~ou- ~~ ( luna 
l-:..ncJ 11 ke .:l s ir ul!':! Cll JG nc r Golil~ \ " i s t:. 
~j usiL anu \Icasure 00tn uo t ll un L ~ r stuil~, 
l'o r !1is c:; r ec... i: crys \: Ql 0}8 i s .i\OIZllfS c a st 
ur-" "to tll :! uOl"i '-lIlt! OLi acr ·i;:ec. . . b t, 
l .. nU i::1 L snE.' a & l1 cc t.h in 11cr l:a lJ.iu s · ) le rc, 
::>0 ,-,,, ncetn ne :'i.lOLlt the centre here • 
..J 'J.'illy ~ r Cl (1 943 ) i s obvioi..l~ . ucl ll clr.>j \ViJ. S only j?u. r t: 0 1.: tl ~ e 
~ sli i.l .:.. ; .s e OJ.: c.:ivinc J?c rI cct lo! . it l i.::. , 1 n D. \ 7CJ.i , ~:; il:;..l. euL in s 
t o Lc ~cr i lj ~ ~~ li;l~ ~c r y L~ ~ r~L~ 0 r lC oi 110 rc~i 0 ~c r ~ 'I, u r l i r1 ~s 
'..!. ' &[~e liU"C. ue'jr e t. U, \ /D.:i", un -U i e t Uc; t btl· i 1~1 
L·.n G har l ~ \,?iJo.t (.i~co rl.~ ' 0110\/ :"' ••• 
(Tro , 1, iiI, lu!J-liU) 
to J" t;~ i(; .:l. in "Cl l il "C c~ .q ui s il.:e nocturne i i i'he r·1erchant of Venice : 
.•• Look how the floo r o:r heaven 
Is thick in1 a i o 11 ith Fa t ens of bright go l . 
~here 's not tne smallest orb wh i ch t h ou oehol d's t 
But i n h i s motion like an angel s ings , 
bt ill guiring to the young - ey ' d cheru0ins; 
Suc h narmony i s i n illlmor cal souls , 
'ut Ilh i lst this IUdOY v e sture of cecay 
Doth g rossly clo s e i t i n , we cannot hea r it. 
(V, i, :itJ-6 5) 
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\,e ca !no t a i sc uds C;l ~ ;';<.HJe c hall mULic ' i i tilOUC a n aJ,Jj,: reci at i on 
o f it s central s i g n iticance in ' Ie thought: n values of it s 
society . ~tle ~~iloso~n lCa bas is 0 1 Lli~ uethu~ iG~~~ a uQut 
I. us i c can be :round in Loeth i us; it has recei vea a g r eat ce al 
O~ a. t t ention iri r ecent schol c: rsili ~ 1 .L Vr eXGl i·:1-1 e :ttO .1 John !!ol l an " e r 
(1957) , M C Boya (l~6;/) ana Paul ' [ i s teller (lg!J U). But t nis 
nluBic c.1. 1 t heo ry is II "peculative U r atne r tha Jl '\ :.r a ctic a.L II, ue i.:tlin g 
not with the a ctual sauna ot the mus ic, but with its lneta~ ys ical 
c lia r aeter is i e s . 'l'b e ter r,; s u e ri v e t rom a u i st inction lili'l Oe Gy 
Th omas ~orley in his im po rtant tea ching trea t i se , A Plaine and 
Easie Introduction to Practicall Musicke, or 1 5Y7 : 
::'pe culat i ve is tha t k i na 0 ' music which , l>y r.1i'ltherilati cal 
hel~b, seeke th out th e causes , ~r Ofe rti es, ~nu n~tur es 
of soun d s, by t:hel>1sel ves anCi co mpa re d wi t h othe r s , 
~r oceeain y no :certh e r , Gut cont e nt wit t t be on l y con-
temvla ti on ot t he ar t. Pr a ct i cal i s tha t wh i ch teachetb 
a ll t il t may be knOlvn ~ n sonss , e ~tne r I:vr the un e r-
s tanding oi other men 's, or .aking ot one I S 0' .. 11 ... ([,lor l ey , 
1952, lUll 
::;peculat i ve music is thus part 0 ' the context of pr actica l mus i c . But 
our conce r n her e is not witt, the a 'stractions ot musical ";etaj,,hys ic s , 
"content vi ith the only con t e ,jJlation of the art ", but with "a l l 
tbat I,lay be KrtD\'ln in son gs " . 
~he facto r s tha t a eterl3ine the conditions ot comjJos i tion a n d 
i--crtorr,i nee ot Ll i zabethan Iilusic ar e wo r e soci a l. than l..:h ilOSo lAl i cal . 
The i mmed iate im jJortan ce to UB ot t he specula ti ve theories is 
ti'!e increa seD interest ill J..usic that 1:hey r etlect , anl. the li ue r at i on 
cney nelp to justify t rom the stiff becorum of e tormation church 
I,:us i c . It 1.S custOTItar i when i ... 1201 .. 1 e u isc over or l..! ~~ tell Cl s~nsual 
.; b 
112,:},sL.1:" (' fJ -l !d t tn '_~~ ~l. n\..i r .. Gr .... l Ju~'[.i.L..:..l.:t.-<Lion .L o r L.oi rllj :::0 . Ju.:.;t 
~s Llyoc's ~Lvocacy ror aancirj~ clearly lill~~i es a ll~ sto r y O~ 
... en"C, anu - vi 'cc.:.Li t 1, o t e:·.pres=.;icl~, nC 'C QUJ.. ·? i n Cf'!.(: t: l'!catrc c:. n L,1 
~ iC:."! oi as Yonse, e Lil teu an t... tluL1 is!le(.1 tlusica r'cransalpina , ~et 
Ll~a rly t il e t a ~t c L or r tul i n TL;(I t..risa.lb 1, /2..5 t:ncre , l)Ul.:. l.O!l~, e 
, i i.i.i. 1. ~ . :.L L ~· r L. '. ,1 .... Eo 
_De () ~ ... ly C:n,:;l i s s.! corH ' ~ Ol::ler re l.)resen te cl il ! l~us ica Transalpina r 
I n tne .saili C YE: c:! r uyr(1 lJut tOSE! t: lel: a sr OLe O :L His 0\-/1"1 V OC;Ql. 
',: or ;~s t.d !L .i:...Ll ! ..... J..i. ..... tlC..:C. i ~ : i s ..:ir;..~ c:...: i. "::Ct lU{l (; ~ Psalr11 es Sonets 
and Songs of Sadnes and Pietie. 
· ua nce i n Green", \lni el l \; ':tb to uccol.le .). sreat ra.v ucrite . ~:ll (' c'inS 
.... ~rL.t -..J Llil ~ (=t.~".e4 ~t ... ~1 i.:L '.;., liLd;(lc .... s , t:. :c t (::~~"C:..: iE C ll!C eL _-, o e •.• s U }: 
r,i .) .s n e i ·Co 11 e rr C l! r es e n t a t i v eil 0 r i n 1. 1 U (: 11: i U 1 . '1' h e Lt 2. L r i s; .... 1 i n 
"tH e ir !:' re te rcl1ce \\J~S .Lor -ro r l.H:l.ui c ..L1.9 !1t. ve r B " , 1:11_ !J() rt 0:[ 
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thing any educated person of the time could produce, and they 
frequently used translations. The madrigal was undoubtedly "Eng-
lished", but more by the musical originality of men like John 
Wilbye and Thomas Weelkes than by any fine English verse texts. 
One rather obvious social factor in the madrigal's brief popularity 
was the need for light secular music to offset a still austere 
tradition of church music. Yonge had guessed shrewdly at his 
market. Morley's A Plaine and Easie Introduction to Practicall 
Musicke was another stage in popularising music and cashing 
in on the popularity. For Morley's oft-quoted story about the 
discomfiture of the young man who could not read music (1952, 
9) is surely an advertising gimmick rather than evidence of 
widespread musical accomplishment in the Elizabethan upper and 
middle classes; his powerful motive for such advertisement emerged 
in 1598 when he inherited the music printing monopoly that had 
originally been granted to Tallis and Byrd. So leisure and prosperity 
gave the Elizabethans the opportunity to take their musical 
philosophising with practical seriousness; more people could 
participate in the musical culture of the time. Such participation 
also reflects the characteristic Renaissance secularisation 
of culture. At the time ot Elizabeth's accession the Church 
was still the major patron of music. Many prominent musicians 
were members of the Chapel Royal choir, and had originally received 
their musical education as choirboys. John Stevens, to whose 
meticulous research (1979) and judicial weighing of evidence 
all students of the period are deeply indebted, finds little 
evidence for a widespread cultivation of music in country houses 
in early Tudor times, nor does Woodf~ll (1969). But Stevens 
traces signs of change from the last decade of the reign of 
Henry VIII, wnen the cultural influence of the Italian Renaissance 
began at last to make its impact on England. It is a mixture 
of irony and logic that this accompanied the English Reformation. By 
the end of the Sixteenth Century the popularity ot the madrigal 
and lute song, the demand from the theatre - and later from 
uO 
t 11 ere ~ :; 0 n s \-; e 1:. u s t So j.J .:t (; .. l 0 i: n e ,i.~ e i c r I.l at i 01. . 1.1' 11 e 11 11 t U L" - 1 
~dlt: ne ce ::"· ::k. r i £H.; ....... 0(; 1.~ .. Lied 0 t L,' 0\.:: t r~" (j ld ... L~US~C \-iLied \ i ~ ..... i....L.:.d . .:t.; b t;; l!(.;. 
in c h e J:~rst cnal:tc:r 1'1,,:(.. iJroJ...cn Ul..i , accoruills "co ;JtCV C i-:'S, li} 
.t'00try I1 L.. Q LlE::CO;,: C c.. I.J r .;.~n cl"! Cl ars r hetor ica i t:nat 
i~ , 1.c. \1",, ;J C0.ilC c· rfH,:v. \J i t:~: :":' "C. }J.C: \..In ;:,... :.....'C .. j.l l ::... CIC (. ' V1CC: :"'" 
\...0 til e e i~cli.lL'iiO;l Ol:" a lL.cst 0v e ryt..,lili.<_, c .isc . Lusle , 
C()(;,. \ i i..l~ :.ntc. rLH..:) Ltl...(JL;_ 1lU. ~(.: c..: t.:.n!: "'. 1.· _ ..!. l (' l ~ l. cO .. , ... .  l ...... :.it:.~-· , 
.1.1:1 \ I HiCil ,j ;Jstruse sistC:~;:L o r llo':'i:.l .. cion l . .1 ... .l'cC ..:l l e _1<...irJS 
_,::.. r...: • .i t ~Cl.10 \ .> :"'; I:. Ilu. C til l... t ...J. 1 L. 1I L: ;.. , ..... J" ... ,t:...:L.r, \ . , ~(; 11"1 
t:. he troUUct d Ol.!f .t;1e rl O(;' COl!l u :.;et ni s O', i n i. o cne, \li;. S 
cu cr eaCU (; l. . 
'.i' h0 ;Lotion o r li Z! c tl c.in~el (! sb uniO E 01 ';:.i1 C t \;O Grt b , r:. ubic.: ' ne.. 
i . • l,ch .l.or e· So 1).;.-1 i st i c o. tC l' , U u L ll.::}: \·;e r e u r c:uS n·t. i Ht; 0 cont-!... C ~ 
u.:;.· .. , i" i..i. j\""·r u..l.!l c ,"","v~l in LU f O ·l i.tl l ClU.1.:.L<r ( . 
oJons,S con · i n uec.: 1:.0 1.)(; \"f ritte n u.iH .. S U llS ii. t I le t ' c;u rtt:en'Ch u r~l: 
~t evC!ns 3 rSi.J. e s, \;£.1::' c{)nvention~.l . 
C(?rt.'-~inl y erle 1I!et l )OL, OJ: c o ntinuous e . .!o tion.:; l COi.iL:cnt:.i: r· 
Ul~ L. I 11:': 
ir:c.. E!u, 
:, "IJ 
..:..- 2 1.S(:; ...:.:U .c ~ L lii.':., 
e VCl! u.i.JrOi10. , u e Lor 
C·L t.l.h: .. : ~ i C r L.::'" \ . u:...- v t : r :.l:" _~ r ....: 
t r~G Gi::te0 1rti~ (:c Lltllr~ . (1:./7 ~ , 
ir. Ch UrL:i"l i.ius ic ti1E< t e ~~ts \/ c.: r e Iil L u ti n , anc ~ l"::er c .i..ore t o tlie 
' J • .' :ous.< t.u. ~.: 
.. Jounc.., i s Cll rlJ..i.irlfj I it 15 ut"C e rl. Y iH,l. ... OSSi01 e ru r t.ne listen<.:r 
'co tIle :l!e ::t i--- lt1i nsons l..ht' us 
LO :Line.. tl i .... ~. J..ace once LGre ~ l t ci1e CC-L · ncc;:s . 
tli (; CL.< t. il(;li~ Cl'l urCu curi(..(2 •. L.I. ;.(:i,... ttl ·:"" US (~ UL .LC,"")C viul..;.t-. ... l lie.. i ... L. 10L....b 
to :lnce t u e wo r ~ or Goa l.or anu I.,ore 0 .l::;eYl1y Letor e "CiH::~ CO~.ll ,! Un 
cirCLllz;. t ec, co v e r tly z..tt e r i 'es i .... U0.Lictl i on i n \.o r ~:; !..; ~ li J.!) :C;u . CCVE:r-
in The Book of Common Prayer, .L 01.lCH1 C <.... :.)p~nly i n l :'i!J, .:!nc. the 
Lit.' ~':":~ • .l .. ;:: , 
"diU 11'C'-~ H l e::j d. iLL; lltL,r~ic.., ..:.f ~.(. (~, 1;·. l':) ...z ' , t. ~. C l..lr:...,t:. b ook ot 
Common Prayer. 1,ll O ~ ~ .13 ~ ctivit 
0tcvens LOLU,!ent e c.l on (supra, .11) 
~./ ........... .i:, ..... rt o· tll t "i nt:.ense 
" . \' . :.. 
................... 
.i...at ron a S0 uy t he CDL:l rl. l~ ot t l e ir \:: r i: . '.i:bp sOi.)r i c ty \;~ (:\;\11 ll e .:.r 
[?rouuceu i n lS 5u 'l'he Booke of Common Praier Noced, a monopho n~c 
b2i:r:~ns or: c ue UrL.ina r i· or: cn e hass . 'l'n ~ s \"las a praccical r e~f.-.-on~e 
co coe cr~sis toat arose on Whi cBu nu ay ljQ~ when cho~rs tnroughouc 
~[lSlanu nau to sin~ cn e SerV l. C2S I n t:nc;llsh ter che tirst. time . 
l·~::::rbecKe \va!:l net a. cnE;ori!:3t, but a sinC;t::r , \Yell - ve rscc.. in pl a i ncuanc, 
ane Wl cn a s reat .l. nSt.lllCC rur cne [latlve [tlyt:.hJ:1S or: E;i1g11.S11 
speeca . His me io o les u['2 Ulc;ni1:~eo ana un r emar kab l e , bur. he 
;:3L:oret.. t:l1 em 111 n l S o\'l'n nOc.aC10G , Bc.aL .. cec. rrcrll. ~la ln sons , i n 
" ~cre l1-=s" an<.;, "s ':"juares " anu " t;;yckes ", whl.c h nave some tlfite~ b~ en 
transCrlOeG uy e~ 1. toi~ as ~ l niDs ,' croccnecs an~ ~uavers, but 
mot2 ofcen witn square symboLs en a moae rn stave, leavin~ th~ 
noc~ values co cne aibcrecloc or tIle perrorffier (se~ c~e exaLl t·18~ 
i.Jelc~·/) . 'l' ~ as i ::; , tlC~'lever, a rou~h aL_pr0:~ 1 I:"lclt ivn only , tor Lc= rueC:~E: ' ,=; 
1. 1ll:.enC 1Cn ~'la.b t:c t,:. r ov~ue , ilO'C d iJe t:ro nOf.l lC forcul£l , out: a c;u l ue 
co "C.ne oe~lamati on 0:( ~nsl lsn lil ~ong . 1r, rer eXaml-l '2 , Id e tc.r...c 
• • • • • 
• • • • 
oJ r • I • I I 
'Who fOT us men, and f OT OUT s&l _ n. tion came do'a'll from hea. . ven , 
• 
• • • • • 
• • • • 
• 
in - 'ea.r.na.te by 
I I blVi . 1 . I I And ..... e tho Ho .·ly Ghost of t e IT· «"In )fo. . ry. And wu ma.de m.a.n • 
yJl; r 1.no tnac tne c'Znt.:Gncy Or: t.l1s1isn speecn ri1ycri fil t('Alarc.::s l. SO Cnr Cll l.c.; 
s~res~ ~Qc c~rn s ~erfi. lt:S US t o rerl~ e r cue Ilrsc ll ne ati ir Ie 
~"l ere i (1 3/3 el m e , \'1 i C 11 t tea C c e n t 5 as m 0. r I~ e {J 1 n ·c h e t 2 h t , a rH. .. 
<.:rc.ccr.;t:t:::i on " tih"~n", "UU\'ln" arru on tne tlrSt syll b. i.Jle 01: "llE:::iVen". l..11 
t ne ucner uanu , t ne 
. . 
seconu ot the line s quoteu ~ s not:" so neacl Y 
l. sochron l. c i n l tS 5feectl rnycnrn . Ut cou r s e it woulo be ~os~ i ole 
to arrive el10 a 1?1ausiDle r eyular mus~c a .J. accentuat i on , but thi:; 
woule De unnecessar~ly ~ n genious, anD WDulu uefeat ke rbec ke ' s 
i ncencion . The li turgical r hetoric at c hi s i ~portant mome nt: 
~n the Cr eeu ttuives on t:he Hresular rhythr.lS ot the te::t:. kerbecKe' b 
melouic cl~max on t ne . • lora "Ghost", ana his r eve re nt i al ca aence 
at "Ana was mace man" , a r e 6eaut i iull y appropr i ate to tne ritual 
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a rama. The Kyrie, in keeping with the incantator y repetitions 
of the text, is much simpler rhythmically, with each phrase 
having approximately isochronic stresses (ibid., 4). I; ~ . . . . . '. ~.~.~. ~.~.~.~. I. Lord.ha\"eme~ c! ... p. on us . Christ.hat'em~·3 up - on us. ' t. Lord,have mer.ey 
" 3 
up _ on us . 
The musical rhetoric is simplicity itself: the rise in the major 
scale fr om tonic towards dominant, and the fall from dominant 
ba ck t o tonic that Deryck Cooke characterises as typical of 
' outgoing" and "incoming" musical emotion respectively (1959, 
l 15, 130 ) . The appeopeiateness to the text is obvious. 
The importance of Merbecke was that he did provide a guide to 
~ h e treatment of EngliSh texts for much more talented composers. One 
of the i mmediate dev elopments proceeding from Merbecke was th e 
e xploit a tion of the wonderful speech rhythms of Coverdale's 
psa lm s i n what was to bec ome kn own as Anglican Chant. But he 
al so ha d an influence on the development of song proper. It 
wa s a na t ive gr owth totally diff e rent from the choral e - s inging 
~ raditi o n that took root in the Lutheran Church, and it carne 
~ o fruition half a centue y latee in the d e licacy of pheasing 
of the lute songs and madeigals of the likes of Dowland and 
Wilbye. H C Colles has championed Merbecke' s cole in the development 
of English song. As he say s (1928, 32), 
Com paratively few have eecognised the existence ot 
the syllabic geoups which can being an infinite vaeiety 
of subsidiary ehythms into a melody set to English 
woe d s whether poetey oe peo s e. John Meebecke was the 
fiest to do so; his Booke of Common Praiee Noted was 
a preliminaey eeconnaissance of the language foe the 
pueposes of song. 
P ossibly Queen Elizabeth's own well-attested musicality was 
responsi b le for the insistence by the Chuech of England that 
music, even elaboeate music, was to be eetained in eeligious 
obseevance. A very eemarkable passage in the Injunctions of 
1559 beaes witness to this, and helps explain why and how Elizabethan 
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in the phrase, " •• • qui per crucem et 
and on ~ts shifting minor tonalities, 
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sanguinem redemisti no s "; 
resolving eventually through 
an exquisite suspe nsion in the fi r s t alto part into the ma j or . 
~~ , 1 j ir J IF .J J -1 .... J f I r r .J I • r iL l 15_; , 
gui • nem r e de - mi s I i nos , re· de . mis 
" 
bt - g-o t -tt'n,and Th~e Hu SO", 0 . · Iy be - Kot ttln , #itl. / h , Ho-Iy 
t> ..... .. ... T .... .. 
-r:'. 
T .. I ... ... ... 
.1 san- gui nem re de - mis t i, . d e mis 
" n " 
tile __ So n , oa Iy be _ got te n, mitla tlu Ho ly GJ.,05t, tlu 
OJ .. I~ .. T . 
. fem .. .. -,r per cru - cern • 1 san - gul re • de· mis I i 
,., 
, he Fu ;..... tht.f' un - be . gol te n . aud TI.ee Ih . Son . OIL - ly •• 
, cem_ .1 san gui - nem r e · de . mis - I i 
., thH_ ua br - got-tin, 4 1! d T ha the Son, oa ly _ •• 
. 
, . 
, s~n !'. e r u cem el - g UI -nem re · d . mis - t i, re d e mis - ti 
F. t lie" un- bt go/ t,." , and Thr!e th, Son, •• ly " . got 
-
. 
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sober decorum was forced upon music with English texts, and 
also that they tended to be used where the more sober decorum 
was enforced. Also, the greatest demand for music with English 
texts probably came from choirs with modest means and talents. 
Certainly "If ye love me" is similar in style and sobriety to 
other works dating from about the Edwardian period, for instance, 
"Lord, for Thy tender mercy's sake" (Le Huray, 1982, 48-49), 
ascribed by Le Huray to Richard Farrant, but also sometimes 
ascribed to John Hilton the elder. 
Another work from this period is the anonymous "Rejoice in the 
Lord alway" sometimes ascribed to John Redford (A 16th Century 
Anthem Book, 1973, 1-7). It deserves our attention not only 
because of its obvious merits, and because of a text far more 
exultant than those we have been discussing, but also because 
it invites comparison with Henry Purcell's great verse anthem 
on the same text written over a century later. Here the opening 
phrase is given to each of the voices in strict imitation. It 
is built on rising fourths, and is an instance ot another ot 
Deryck Cooke's "basic terms of musical vocabulary", the leap 
from dominant to tonic and thence to the major third "expressive 
of an outgoing emotion of joy" (1959, 119). Whole phrases are 
repeated in individual parts, not words, but the polyphony creates 
imitative repetitions of the words in " ••• and again I say rejoice ••• " 
The quavers on the unstressed syllables of "and again" simulate 
natural speech rhythm very convincingly, and the polyphony contr ives 
to make consecutive the different voices' repetitions of the 
words. The first cadence, at the end of the tenth measure, heralds 
the convergence for a single homophonic repetition of the title 
phrase, after which the parts diverge again into multiple repetitions 
ot " ••• and again I say rejoice ••• " That last key word, "rejoice", 
echoes tnroughout the texture, like "again", but wi th a variety 
ot note-values, so that, while the phrase is broken in no one 
part, the words are heard simultaneously, consecutively and 
in syncopation. The underlay follows the rule of one note to 
a syllable with few exceptions, again simulating speech rhythm. 
1/ 
• 
11 
al • -.y. and a-gain say. r. . joice . 
.al way. and a lain say._ re - joice, 
/1 
1 • 
al 
al 
•• re 
• 
• re 
WIIy. ___ and .-Iain 1 say. r • • 
~Y. and ' '' lain say. r • • 
in the Lo rd al .. way, 
joice, say._ re - joice, 
If _ in the Lord_ ,I .. way, in the lord 
-joice in the Lord --:1 '. way, 
ann a-I:<'I;n 
~ 
and II .. ga in say, re - joice, 8!,d ~ - g il; n 
say, re .. joice, and a - ga in I say, re" joice, II gil;n 
joice. r. 
joice, r< 
and a- gain 
and a-ga in 
.1 way. 
tay,_ re .. 
--~ 
sa y, !.-. 
say, rc .. 
say, 
. 
. 
joict_ 
JOIce. 
1 
• • "J 
58),. re-joice. 
joice. 
re .. joice. 
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The barring of modern editions should not tempt performers to 
over-emphasize the first syllable of "rejoice", since the musical 
flow of the phrase requires the emphasis on the second syllable 
and on "Lord", where it would fall in speech. Again we should 
remind ourselves that the original singers were using part-booKs 
without barring, so that each singer's sense of the shape and 
dynamic of the phrase was determined largely by the speech rhythms 
of the text, guided, no doubt, by his experience of Merbecke. This 
prinCiple was to form the foundation ot the rhythmic structures 
in English madrigals. 
,I.. • • ~ .s C CtiOi1 ;,J !2'ji.l-'_ \ .. 1 Cii. 
~ r ll~i ' Lut r eSO..lV 0S OH 'C!H? :" u j or clJorc. OJ.: tnc. uOLi!li::~ !lt T cu..t. e r 
very s i .. lp i e ~oii ~il011 Y conc~uces ~ hc oe ctio . ~I~ e i irlai uec ti oll 
r i Gi11<'J r ive-not l"': :ci su r c 111 t rOv.uc c cl 
L. O: ,,_) ;";..:i Lr::., 0:"" 1..:.h. 0 ...... r 1 1.: ':' d:;'~ LurL! t.. ::1C l j L.;:; C C ..lltl.:.r ':;; l(; ':"I J. rf;: L 0r.,; ; \)l C .:'l 
I t:S s e ve r e: UC1:I:... n L.:,;, ~C L tt.:' :.t t.:._.l c l (l r it ~ .::.Hl (,. ~L 11-' O(' C ;...t. L.cc:orUL , 
i .... ,1 0", t;::.i l O r c L. L c r ... :::"· Cdc 
~ 11~ or The Book o f Comm on Prayer. ~n e .. !~L.ri ~a ~iGcG t ~ ~ ~ rl O ~re~ c 
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labours in the last decade of the Sixteenth Century. John Stevens 
has argued (1979) that this is as true of solo song writers 
as of madrigalists. Hence the importance of Merbecke: the celebrated 
union of poetry and music at the end at the Elizabethan age 
was developed by the musicians upon the sure foundation of the 
rhythms of the English Bible and of The Book of Common Prayer. 
The role played by William Byrd in this development is not easy 
to specify. He was the greatest of Elizabethan composers and 
the most versatile. The major part of his output was vocal music, 
and the major part of that, church music. The works with English 
texts include liturgical settings and numerous anthems songs 
and madrigals as well as adaptations of motets originally written 
to Latin texts. His greatest works, though, were those with 
Latin texts, for his musical habits were formed as a church 
musician, and his Catholicism gave him an apparent preference 
for the Latin rite. Despite this he served the Church of England 
well, tram his appointment at the age of twenty as organist 
at Lincoln Cathedral through to his death in 1623 at the age 
of about eighty, and including more than fifty years as a Gentleman 
at the Chapel Royal. He was also associated with the madrigal 
boom from the outset, both as composer and as printer, and his 
were the rirst published madrigals with texts by English poets. If 
his style was both more varied and less sombre than that of 
his master, Tallis, it was always decorous, even in the secular 
music. 
There is no direct evidence that he ever suffered any personal 
persecution for his recusance, and yet the predicament of the 
Catholics in Elizabethan times, especially after 1570, when 
the Pope excommunicated the Queen, always held a threat of per-
secution. Byrd, who was reported together with his family throughout 
his life for recusance, must have known some of the anxiety 
so memorably described by Donne. 
r had my first breeding and conversation with men 
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a curious shifting of the tonality is apparent, often through 
poignant dissonance. Modern editions (like Byrd, 1968) transcribe 
the work in D minor, but it veers constantly towards the relative 
F major. The Kyrie is subdued, in keeping with its character 
as a prayer for mercy, but is lit up by its cadences. The first 
"Kyrie eleison" ends in D major; the short "Christe eleison" 
resolves in startling beauty on G major; while the final "Kyrie 
eleison" closes in A major, the dominant major of the basic 
D minor. In the Gloria and the Credo another characteristic 
shows itself: Byrd's inventive contrasts between different com-
binations of the five voices, top three against bottom three, 
three against two, and so on. And these combinations in turn 
contrast against the dense intricacy of five-part polyphony. The 
forces are deployed with great rhythmical variety. The musical 
devices are used in sensitive response to the shifting moods 
ot the text, and occasionally to foreground particular words 
or phrases with telling effect. In the Credo, for example, the 
proclamation of the Incarnation is a moment of great ritual 
drama. 
Qui propter nos homines et propter nostram salutem 
descendit de Caelis, et incarnatus est de Spiritu 
Sancto ex Maria Virgine, et homo factus est. 
The section is written for three parts, starting with alto, 
tenor and bass. The polyphony is restrained and the decoration 
spare. The word "descendit" is repeated in a falling three-note 
figure shared by bass and alto, and contrasted in its spareness 
with the melismatic colouring on "Caelis". The central phrase, 
net incarnatus est", comes mysteriously out of the dying chord 
on "Caelis", with a different set of three voices, soprano and 
two tenors. Each new phrase of the sentence, each new facet 
of the drama, is adumbrated by the tenors in imitation and then 
commented on by the soprano, cantabile. Despite its mere three 
voices, the texture seems very dense; everything is interconnected, 
leading to the final phrase of this section of text, net homo 
factus est", which is floated by the soprano above the other 
voices, and the mystery of the movement is emphasized by a resolution 
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into the major. The effect is emphasised by a return to the 
minor so. abrupt it rings dissonantly against the previous chord 
as all five voices take up the opening word of the new section, 
"Crucifixus". 
" 
- ne, e1: fig - mo 
g; 
- ne. 10 - eM H~ 
9; 
-
ne, 'oIjr 9' - no, e! flO - ..., 'a -
.. 
H '. no - me '0 -
I •• rs l, fa ctus 
~ .. , ~
os,. Cru . -
cl - '1 
'a .... Cru 
I. Cru Cl-n-~. 
eN cl - n - a:uI 
After this, the dramatic movement of the Credo from burial to 
resurrection is fully exploited by Byrd with a joyful "Et resurrexit 
tertia die" beginning in the lower voices and rising through 
the parts. The voices ponder the phrase "secundum Scripturas" 
as if reminding Renaissance man that the wnole programme is 
laid out for him in Scripture. "Et ascendit in Caelum" is explicitly 
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As the top three voices repeat the phrase, the bottom two sing 
" .•• dance in green" with a different rhythmical emphasis. For 
the second line of text, which takes less than three measures 
for all five voices, Byrd contrives no fewer than five rhythmical 
figures. "And sing full clear", as one might expect from its 
musical reference, gets a slightly more extensive treatment. It 
is given prominence in the first soprano, a part whose hi g h 
tessitura gives it great prominence throughout, while effectively 
obscuring a great deal of the text allocated to it. In fact, 
as in so much of Byrd's vocal music, the first soprano functions 
like a solo, while the other parts are handled somewhat instru-
mentally. The following two lines offer Byrd little more than 
the opportunity to develop in full polyphony the musical ideas 
of the opening phrase. They modulate, however, on the words 
" •.• make heart so sore" into a surprising ca dence in the super-tonic, 
C major to D major. The rest of the madrigal, more than half 
the eotal length, is given to high-spirited polyphony on the 
single line, "Heigh ho, 'chill love no more", beginning with 
a set of imitative entries and then ringing every rhythmical 
variant possible on the phrase. Since this refrain is the thematic 
point of the lyric, Byrd's setting has its logic. \~hat the listener 
gets from the texture is a set of gaily echoed heigh-hos and 
the message, "love no more." Because of their more specific 
attention to text, later madrigalists hardly ever made strophic 
settings; in fact strophic settings frequently distinguished 
ballets and canzonas from madrigals proper. Overall, it is a 
work of great charm composed by a master craftsman; if it does 
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not show the detailed attention to text that marks the madrigals 
of, say, Weelkes and Wilbye, it is something more than simply 
the sum of its text and its music. 
Even Kerman excepts one of Byrd's madrigals, acknowledging his 
versatility (1962a, 1101. 
"This sweet and merry month of May" shows a complete 
grasp of every principle of the Italian technique; 
it ~llustrates the text characteristically all along, 
and follows formal, harmonic, and textural arrangements 
that an Italian would have immediately understood. 
The final lines of "This sweet and merry month of May" (Ledger, 
313-3231 , 
... And greet Eliza with a rhyme: 
o beauteous queen of second Troy, 
Take well in worth a simple toy. 
are reminiscent of the verses in The Triumphs of Oriana - to 
which Byrd did not contribute - and suggest a formal occasion 
for this madrigal which would certainly account for Byrd's accom-
modation to an uncharacteristic style. The features Kerman singles 
out tor comment include the canzonet-like treatment of "and 
birds do sing" with its descriptive quaver turn on the last 
word echoing throughout the texture; the "simple homophonic 
effects" used in contrast to light polyphony to emphasize several 
phrases of text; and the sharp dramatic breaks. The most obvious 
of the latter precedes the final couplet. The name "Eliza" and 
the phrase "with a rhyme" are echoed throughout the texture 
in numerous polyphonic repetitions and imitations between measures 
44 and 58. This is followed by a rest in all the parts, and 
the almost entirely homophonic apostrophe "0 beauteous queen 
of second Troy". In the tollow ing section there is a witty contrast 
by juxtaposition of the phrases "take well in worth" and "a 
simple toy", given the same note-values and balanced against 
one another. Byrd's original setting of the lines, probably 
by Thomas Watson, was a six-part version published in 1590 by 
Watson. In Byrd's 1611 set an inferior four-part version appears, 
and Kerman regards the whole exercise as Byrd's "contemptuous 
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One ca n not imag i ne Weelk e s missing such an o p portunity, o r the 
mo r e su b tle c h allenge of " yout h 's sw ee t deli gh t" a n d "S ha ll 
we play barley break? " Neve r theless the frene t ic quality o f 
s prin t; fe s tivals is caught in t he dupl e-time dance r hyt hms . Al t hough 
a Gilbertian precision of diction is require d of the singe r s , 
t he mu s ic a l p h ra s es shape themselves to t h e text, a h allmark 
o f the best Elizabethan mad r igals . The piece is slight but perfect . 
A.almatad 
/ ('.,..., p) 
ruOMAS ,'dORLEY 
, 
f (rqttU p ) 
"'" 
WIth his boa. 111 ... 
j (nprM pi 
... Eo'" ... lh his boa • 0, .... Up - on the groe.IIY pus. f . 1.0 Ia 
/ C''1-<p) 
Eo'" with bi.l bo<I-lI.~ 
"" /fr~pj 
""' 
~th his b<tg. or ,~ Cp _ On the u..,·ny potSI. 
f{'~41p) 
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CI Ia 1.0 bdl ... • 
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... 
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.. 
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Sha.U ..., pay bvley-brcak ~ Fa Ia. ['rpcl fa la "' aae.] 
"A p r i l i s in my mistress' face " (Ledger, 24-26) i s a si mple 
four-part madrigal . The lyric is ba s ed on a canzonet by Vecchi o 
April is in my mistress' face, 
And July in her eyes hath place. 
I'l i thin her bosom is September , 
But in h er heart a cold Decembe r. 
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tion. Among English coml?osers, onlyWilbye wrote /'is _many six~part 
madr igals, a!1d bo.th men fa.r .. exceeded MqF,ley' s ()utput. W_eelkes, 
.clei:nly inspired by Norley!, published three collections in .qui9k 
succession,. ,in 1597, 15~8 all~ .. ~.60~, . as w.e:Ll_~s a famous contribution 
to Morley's anthology The . ~riumphs of Oriana ~ll , ~6~1 • . The second 
Cind third .'yolumes contain no three or four part pieces. In 1608 
he completed his madrigalian work with a volume ofthree-pa~t 
. ~ ~ - ". . .. , . . - ~. ., ' , . . .. . . ' . . 
pieces . and. a fine six-part elegy on the death of Thomas Mor1.ey. After 
tha~ ~is m~sical~nergies were devoted to church music, some 
of considerable merit. 
' . " , 
His 1598 volume was devoted largely to five-part ballets, but 
he was not content to write homophonic music for the verses 
as Morley usually did. It .was rather Morley's "Fire! Fire!" 
(Ledger . .' .. 1l2-120l. that gave Weelk~sthe idea of breaking . ~p 
the homophonic surfa~~ of the ballet by crossing ballet and 
canzonet.forms. One such piece is the ch~. ~ming "Hark all ye 
~ovelysaints"(Ledger, 137-1411, which exhibits many of the 
characteristics . of Weelkes'smusic, particularly his f~n6ness 
for building a musical structure on contrasting tempi: what 
. . ' . ' " .. ', 
the f;lizabethanscalled "note . nere" writing, :against "alla breve". 
The contrast w.as later used in one of . the finest of the 1600 
Il\adrig~ls! . "0 Ca.re, thou wilt aespat.ch me" (Ledger, 192-1991. The 
alIa breve section~f "Har~ all ye lov~~y saints" also contains 
some lovely chromaticism which is, however, matched particularly 
to the text of the first stanza only. 
~ ye, ( .... by__ weql yc ?) 
dic$ mOWIl. b - ; - di.. meum. 
·3 
"' _ weep ye, (wll~'__ " -oep _ yc ") 
11 dies • mourn, 11 • die::tl _ mo= 
c· • u 
~ )'t, (why ".~p yc ?) 
dia tnGUn>, Ia - dies IlIOum. 
II ~~~~~~~~~~~.~" ~~.~.,,~~~"~. ~~ (wby wl!q) yc?) ~ ,. . .0 ~. ,. ' .0 mo~. 
111 dics ; why b=._ = ,. .." .0 ye, (why 1I=p tnOllnl, la • _ dies 
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The seriousness of Weelkes' s maar igals is a ser iousness of musical 
technique. • . and that musical ser iousness was not called forth, 
in his madriqals at any rate . . by . a seriousness of textual material. 
In this he differs from Wilbye. Tomkins and Gibbons. Not until 
Purcell's time was any maior English music aqain written to 
so poor a text as 
o Care thou wilt despatch me, 
If music do not match thee. aa lao 
Ro deadly dost thou sting me. 
Mirth only help can bring me· Fa lao 
Hence, ~are. thou art too cruel, 
Come, · Music, sick man's jewel. Fa la. 
His force had well niqh slain me. 
But thou must now sustain me. Fa lao 
Indifferent to poetry, Weelkes was the most inventive word-painter 
of his time- and without a rival in .English music until Purcell The 
much~analysed madrigalian tour de force. "Thule. the period 
of cosmoQraphy" (Ledger 339~35") . is a catalogue of wonilers 
from an . early age of exploration - mhis : as all the . commentators 
have shown was a perfect vehicle for Weelkes' s ima9ination To 
cite just one example. drawn from .David Brown's biographical 
and critical study (1969 11 A) • the weird chromaticism of the 
pa s sage, " ... how strangely Fogo burns" (the reference is to 
Tierra del FueQo) 
, 
I 
Brown points out that this is most unusual in that chromaticism 
normally makes its impact "against a fir m· pe r cept ible dia tonic 
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background" which is lacking here, hence the superbly evoked 
sense of "strangeness". As Brown observes elsewhere of Weelkes 
<1969,202), 
For him the sound and the sense of the words was not 
to be savoured together, and then felicitously matched 
with an apt musical phrase. It was the meaning ot 
the words and any suggestions they offered for musical 
imagery that alone mattered. 
No major Elizabethan musician was as insensitive to poetry as 
Weelkes. And yet there is no denying the charm of some of his 
effects. The opening thaw of "Cold winter's ice is fled and 
gone" (Denis Stevens, 1970a, 125-130) functions as an integrated 
phrase. The bare tonic note of the tenor is joined in the tirst 
measure by the two other notes of the minor triad, which is 
then melted down through three measures to the major, and at 
the end of the fifth measure the process starts again an octave 
lower. The ice is also symbolised here in the alIa breve phrases, 
and the thaw in the note nere. 
A 
• 
"'" 
. ia . .., ', iao 
, 
T 
, 
c.w 
.... . . '. ita 
, 
T 
I • 
Weelkes's contribution to The Triumphs of Oriana was the lovely 
"As Vesta was from Latmos hill descending" (Ledger, 27-41). The 
verse is indifferent, but again it offers Weelkes opportunities 
for almost naive word-painting: the quaver scale passages running 
down on "descending" and up on "ascending"; the melodic point 
exquisitely developed over eleven measures on "came running 
down amain"; the two-voice entry on "First two by two" and the 
tnree voices on " ••• then three by three", and the convergence 
III 
of all six parts on the word "togetner" followed by the single 
voice "all alone". But if the basic ideas are naive, their develop-
ment and their unification into a musical scheme is very sophist-
icated. Brown points out (1969, 109-110) that the madrigal's 
structure is based on a mirror scheme, beginning and ending 
with long contrapuntal sections, followed and preceded respectively 
by short homophonic passages, these in turn followed and preceded 
by brief antiphonal passages and counterpoint on a descending 
phrase; at the centre are two balanced sections with related 
conclusions. This architectural scheme is purely musical, since 
the loosely constructed text offers no warrant for it other 
than the concluding peroration, 
Then sang the shepherds and nymphs of Diana 
Long live fair Oriana! 
which concludes all the madrigals in The Triumphs of Oriana. None 
of the other composers matched the brilliance of Weelkes's conclu-
sion, a thirty-six measure exploration of a simple seven note 
figure in which the interest never flags: 
~. I , ."". -1-__ 1- . ___ , "= c----" - . : \ ' Long !J\"e rim 0 - ri - II - nJ , 
The bass underpins it all in his own splendid pedal version 
of the figure, interrupted only once, just before the end, by 
an a tempo utterance of the figure. The Queen surely never received 
a finer tribute. 
The instrumental character of this fine music focusses the signifi-
cance of Weelkes for this study. To an even greater extent than 
his contemporary, John Wilbye, he forced the madrigal repertoire 
beyond the abilities of the gifted amateurs whe introduced the 
fashion. And in doing so, he asserted the absolute domination 
of his music over the texts he set.' Wilbye, who wa& profoundly 
sensitive to language, never structured his work on such exclusively 
musical considerations, yet even he was unable to bring his 
courtly wooing of poetry to a truly satisfying consummation. 
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On point after point Wilbye makes an interesting contrast with 
his great contemporary. Weelkes's driving ambition did not succeed 
in winning him a place among the Gentlemen of the Chapel Royal, 
and the promise of his career up to 1600 was not fulfilled during 
the next two decades. His move from Winchester College to Chichester 
Cathedral about the end of 1601 was not happy in its consequences. 
His last set of madrigals includes some of the most humorous 
ever written, but, with the exception of the Morley elegy, they 
lack weight, and his alcoholic decline must already have begun. 
Wilbye, on the other hand, apparently retired from composition 
when he was admitted to the gentry about the second decade of 
the Seventeenth Century. All his adult life was passed in the 
service of one branch or another of the Kytson family of Hengrave 
Hall in Suffolk, who were wealthy music lovers. In comfort and 
security he wrote melancholy madrigals. It was a melancholy 
characteristic of many of his contemporaries: Shakespeare and 
Donne in their maturity, John Dowland, John Danyel and sometimes 
Thomas Campion. "Draw on sweet night" (Ledger, 76-90), if it 
lacks the deep despair of Dowland's "In darkness let me dwell" 
(Dowland, 1980, 51), is a profoundly serious call for rest, 
and carries a deeper emotional intensity than Campion's "Never 
weather-beaten sail" (Campion, 1969, 70). 
In technique Wilbye was as thorough as Weelkes, less brilliant, 
more assured. Though sharing Weelkes's taste for five and six 
part settings, Wilbye created many of his finest effects by 
balancing and contrasting different groupings of the voices, 
rather than by exploiting the density of protracted tuttis as 
Weelkes did. As Weelkes's writing tended to be instrumental 
in style, Wilbye's was more vocal; where Weelkes was a word-painter, 
Wilbye was master of the telicitous and apt phrase. Yet the 
manifold contrasts can be over-emphasised. It is probable they 
learned directly from one another; certainly one frequently 
comes across passages in one that are reminiscent of the other. Both 
employ structural and harmonic devices which mark a transition 
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The undulating quaver figure on "flaming" is the first piece 
of word-painting Wilbye permits himself in "Yet, sweet, take 
need"; it is also the only departure from something like speech 
rhythm. The sharpening on the word "sharp" is a typical madrigal ian 
joke, and the falling figure on "Ah, then you die" is also typical. 
Yet only Wilbye could have made such music of it; his doubling 
of the note values on the final phrase of the final tutti is 
particularly effective. In this work Wilbye has contrived as 
fine a musical development as anything in Weelkes, yet it is 
bound into its text; a text no doubt chosen for 1ts adaptability 
to his ideas. What of the poetry of the text survives - or matters 
- is another issue: very little, I think. 
The beauties of Wilbye's madrigals deserve to be explored at 
great length, and there are many more, particularly in the 1609 
collection, which we could examine with pleasure and profit. "Draw 
bn sweet night" is perhaps the greatest ot all, and has been 
extensively analysed, Wilfrid Mellers (1955) paying particular 
attention to the setting of the text. I propose to look at a 
less well-known madrigal, the four-part "Love me not for comely 
grace" (Wilbye, 1966, 12-17), which shows Wilbye in a more sombre 
t" "! 
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of the text is given a homophonic phrase in the music. But from 
this point onwards the texture breaks into exquisite counter-
point, the lines of the text however determining the musical 
phrasing. The phrase "Keep therefore a true woman's eye" is 
the basis of a lovely imitative sequence, with the overlapping 
entries giving the impression of great density of texture. The 
note values are subtly varied, so that each voice rings changes 
of rhythm affecting the semantics ot the text. The line itself 
can be read in several different ways, and Wilbye makes his 
music do just this, so that at different times every word in 
the line except the article receives an emphasis. 
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throughout the parts, though the outburst "Would God I had died 
for thee" is articulated clearly through the texture, being 
established as the thematic subject for imitation. 
no variation on the emphasis in the phrase, however, for "God" 
is the focus at every utterance, as if in submission to Divine 
Will; and this submission becomes affirmatively major in the 
exquisite final cry "0 Absalom, my son, my son!" 
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enough as Gibbons's beautiful fugue builds up, is set to a rhythm 
which counters its speech rhythm. One's interest is held by 
the exquisite long line which runs question and answer into 
one, and by the poignant development of the meloaic figure. The 
alIa breve writing here is contrasted with the treatment of 
the next line, which has a taIling quaver figure on "division", 
emphasising the elaborate division of the voices. There may 
be an ironic echo of the standard madrigalian figuring ot mirth, 
laughing or smiling in descending quavers, such as we noted 
in "Sweet honey-sucking bees". 
-. 
WHAT IS OUR LIFE? 
~Jk ~~~~~y~.~~~~~~~~~~~~~ ~'~~~'~""'~'~~_ ~~i'~~~~~~~"~',~.j~~~~~~ 
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~ life, life? 
The lines are overlapped with one another in sustained polyphony 
down to the cadence halfway through the piece at the end or 
the sixth line of text. "The judicious sharp spectator" is charac-
terised wittily in sharpened phrases, and, preceding the cadence, 
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of the solo passage. Much of the choral writing is homophonic, 
and the polyphony r emains decorously intelligible with imi tat i ve 
sequences based scrupulously on musical figures that correspond 
to the syntax. In thi s respe ct, the contrast with "Wha t is our 
life?" is s trong. It is a conservative work, a lthough in its 
declamatory lines Gibbons achieved an extraordinary melodic 
grace and beau t y wedded to acc uracy of speech rhythms. 
~' 
11 
"f And " ... , ask - ed hi tQ ; Wbo< an thou then? 
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This was far superior t o the dreary recitatives in the stile 
nuovo that Nicholas Lanier was soon to import from France. 
But a tar more extensive exploration of the rich resources of 
the verse anthem is found in "See , see , the Word i s incarnate" 
(Le Huray, 1982, 198- 219 ). The text, attributed to "Dr Goodman, 
Dean of Rochester" , is not di r ectly biblical, but is a free-ranging 
meditation on the Incarnation, the Crucifixion and the Resurrection, 
with phrasal echoes from the Gospels, the Epistles and Re velations . 
The meditation is dramatically presented by the solo voices, 
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progressively more preoccupied with eschatology. The magnificent 
and not very well known "Me, me and none but me" (1980, 9) perfectly 
reflects the transition from love song to religious song. Its 
te xt draws on a convention far older than the Petrarchan, using 
imagery of love like the fatal dart, the turtle dove, and the 
silver swan to express a longing for God. 
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The_ Cor .. wud bulb 10 n<m:t • ly bruthc OUl 
oC their ear • thy bowen" "ThJf- ba..v'o. which vi~ lhcii-
porupe be - Death. Would wne_ bc_ dedt with fl owcn.. 
See how the morning smiles 
On her bright easterne hill, 
And with soft steps be9~iles 
Them that lie slumbring still. 
The musicke-loving birds are come 
From cliffes ana roc kes unknowne, 
To see the trees ana briers blome 
That late were over-flowne. 
What Saturne did destroy, 
Loves Queene revives againe; 
And now her naked boy 
Doth in the fields remaine: 
Where he such pleasing change do th view 
In ev'ry living thing, 
As if the worlo were borne anew 
To gratitie the Spring. 
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since, in the secane stanza, it aramatically unaerlines the 
sexual innuenoo. Tne point at the broken refrain is its contrast 
with su,:h lyrical ecstasy. The treatment af ·sighs" is stanoara 
maarigalism, but n,ast effective here, where it is tolloweci by 
the exquisite final ~oint of the falling broken chorci on "the 
strings 00 breaKe", the point at which the two terffiS ot "the 
comparison converge. 
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the longer third line stands on its own, and the final line, 
a refrain, is expanded and repeated: musically AABCC. 
Ne . ft!" WG ' thCf · bt:a . ten Sailc lDOI"C wil . Uri( bro, co ""on:. 
Nt _ ¥'U ty. ~ Pit · crinll limb. al . ft . ned dum· beT DlO~, 
to ~_ 0'11_ DC my 
trou _ bird _ _ brest. o COI'Ot quid. 1y. 0 corne quick . Ir. 
o come quid. lr. .wet:( · tit _ Lord. uod_ ~k.c _ my _ lOUie to rest. 
The tirst couplet of each stanza does not present too much of 
a problem: the movement up to and down from "willing" in the 
first stanza, and "Heav'ns" in the second works equally well; 
while the corresponding second lines are both concerned with 
mortality, and the contrast is minimal, the negatives of the 
second stanza being in unstressed positions. It is in the two 
tnird lines that the miracle is achieved. The quavers here give 
a greater sense of movement to the tune in the taIling sequence 
of the tirst half and in the rising figure of the second half 
ot the line. But the text transforms that falling sequence from 
a fainting in the first stanza to a paean in the second. This 
is partly Simple semantics, and therefore is left to the singer 
161 
to express, but he is governe d by t h e d is p osition of vowel s 
and consonants. The line in the first stanza begins with a form 
word not heavily weightea semantically; it is introauce a by 
a fricative consonant moving into a rather lax vowel, "Then". The 
wora "Glory " on the other hand is heralde d by p losion and moves 
via the continuant to a splen d id open tense vowel. A similar 
contrast is achieved in the refrain after the sesuence on "0 
come quickly", between the qualifying adjectives "sweetest" 
and "glorious" at the climax of the line. The calm of this famous 
song is built upon a tremendous confidence of faith. 
But the worl a that inspired that confidence was passing, even 
as Campion wrote. Within a few years of his death in 1620 the 
school which he an d Dowlan d had created, which included the 
rich talents of Philip Rosseter, John Danyel, Thomas Ford and 
Robert Jones had disappeare d virtually without trace, together 
with the madrigals and Elizabethan polyphony. It was not just 
that poetry like Campion's ceased to be written, that the social 
conditions that made Elizabethan music ceased to exist; for 
were these things cause or effect? It was that Campion stood 
at a watershed of English history and that shattering changes 
took place in the early Seventeenth Century whose e f fect was, 
in the words of Henry Denne "to turn the world upside down" 
(quoted in Hill, 1975, 1 3). An d the faith which Campion could 
declare in such confidence was severely shaken, as Donne saw: 
And new philosophy calls all in doubt, 
The element of fire is quite put out; 
The sun is lost, and th' earth, and no man's wit 
Can well direct him where to look for it. 
("The First Anniversay"; Donne, 1912, I, 237) 
7 
CAVALIER SONG: JUST NOTE AND ACCENT 
'I'homas Campion and Ben Jonson are probably the greatest masters 
of the song lyric in ~nglish literature - excepting, of co urse, 
Anon. 'i'hey were wor ki ng at that moment ot balance at the Deg inning 
ot the Seventeenth Century when "the new philosophy" to which 
Donne refers was beg inni ng to be re flec te d in English poet ry 
and in English music , as well as in the relations between them. But 
the special quality of Campion ana Jonson is in fact depen a ent 
on the changes taking p lace in Engl ish poetry. Mark W Boo t h 
makes an interesting observation about Campion (l9 [sl, 78): 
One way to descr i be h is significance is to say that 
in a history or increasing complexity, immeuiacy, 
and pe rsonalness in th e ~nglish lyric, Campion' s verses 
represent the late st s t age before what seems inte re s ting 
i n lyric is too complex to set. 
The i deas generated by the Rena issance tr ansfo r med the world 
t hat experienced the Renaissance. In Eng l ana , the ex~erience 
was brief and intense, and the tr a nsformation p rolonged to the 
Ci v il War anD the Puritan Revol uti on . In 1 66U the monarchy was 
restored to a land "changed utterly" from that in which El izabeth 
had a i ea i n 16 03 . The physical destr uctio n by tire ot l arge 
parts of El iz abethan London in 1666 was pe r haps symbolic. But 
the proces s ot transtormation had begun long bero r e Eli z a beth ' s 
Death , as the previous two chapters have shown. 
Some forma l ac count of th e changes in English lyric po e tr y is 
now necessary, and with it, a desc ription of t he species, song 
lyric, with i n the gen u s l y ri c poe try . It has n ot been a well-
recognised for m, let alone well-analysed or well-appreciated . The 
standard text-book det inition ot lyric p oetr y as " or i ginally •.• 
a poe m which wa s set to music fo r perfo r mance as a solo song " 
(Bar ber , 1983 , 7 0) merel y evades a necessary a i s tin ctio n . North ro p 
F r ye has been more helpf ul in suggesting (1 957a, 270-281) tha t 
the traditional association of l yric with music i s one bounda ry 
of lyric, and that on the other side it is related to the pictorial. 
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This at least offers us a continuum in which we may attem~t 
to locate song lyric somewhere on the musical side. Frye comments 
(273-274), 
The history of music shows a recurrent tendency to 
develop elaborate contrapuntal structures which, in 
vocal music, almost annihilate the words. There has 
also been a recurrent tendency to refor m and simplify 
musical structures in order to give the words more 
~rominence. This has sometimes been the result of 
religious pressure, but literary influences have been 
at work too. We may take the madrigal, perhaps, as 
representing something close to a limit of the subservience 
of poetry to music. In the madrigal the ~oetic rhythm 
ciisappears as the \~ords are tossed from voice to voice, 
ana the imagery in the words is expressed by the devices 
of what is usually called program music. We may find 
lon g passages filled up with nonsense words, or the 
whole collection may bear the subtitle "apt for voices 
or viols," indicating that the words can be d ispensed 
with altogether. The dislike of poets for this trituration 
of their woras can be seen in the support they gave 
to the seventeenth century style of isolating the 
words on a single melodic line, the style which maDe 
opera possible. This certainly brings us closer to 
poetry, though music still predominates in the rhyth m. 13ut 
the closer the composer moves towards emphasizing 
the verbal rhythm ot the poem, the closer he comes 
to the chanting which is the real rhythmical basis 
of lyric. Henry Lawes made some experiments in this 
direction which won the applause of Milton. 
But even if we agree with the general direction of Frye's comment, 
we must concede that it is based on a conception ot poetry which 
gives precedence to rhythmical organisation; one, indeed, that 
leans heavily towards the musical rather than the pictorial 
side of lyric poetry. There is no simple descriptive technique 
which will set up the distinction we seek. A description of 
song lyric which would include all Elizabethan an d Jacobean 
lute song texts woulc fail to aistinguish the special features 
which make some lyrics very much more suitable for song than 
others. We would also find, in the corpus of Blizabethan and 
Jacobean poetry, some magnificent song lyriCS which were never 
set to any music that we kno\~ o f . "Fear no more the heat 0' 
th' sun" is, according to the text of Cymbeline (IV, ii, 254), 
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reciteo, not sung in ' the play. The difficulties ot description 
are enormous, because what works an~ does not work in text setting 
is ultimately a ma tter of subjective ~ersonal ~reterence, and 
the best we can do is to establish as clearly as possible the 
basis for that preference. 
Perhaps because we have no contemporary tune for it, the dirge 
in Cymbeline (IV,ii,2S~-281) is a goo d starting point. 
Fear no more the heat 0' th' sun, 
No r the furious winter's rages; 
Thou thy worldly task hast done, 
Home art gone, and ta'en thy wages. 
Golden lads and girls all must 
As chimney-sweepers, come to dust. 
Fear no more the frown 0' th' great, 
Thou art past the tyrant's stroke; 
Care no more to clothe and eat, 
~o thee the ree d is as the oak. 
The sceptre, learning, physic, must 
All follow this, and come to dust. 
Fear no more the lightning flash, 
Nor th' all-dreaded thunder-stone; 
Fear not slander, censure rash, 
Thou hast finished joy and moan. 
All lovers young, all lovers must 
Consign to thee, and come to dust. 
No exorciser harm thee. 
Nor no witchcraft charm thee. 
Ghost unlaid forbear thee. 
Nothing ill come near thee. 
Quiet consummation have, 
And renowne d be thy grave. 
The first three stanzas of the poem have an obvious unity of 
pattern, syntactical, phonolog ical and semantic. 'i'he fundamental 
f rame, 
Fear no more [A], [8]; 
([ C] ), [GENERAL NETAPHOR of CQtIJPLETION]. 
[EAR'rHLY CREATURES/ATTRIBUTES] must 
••• come to dust. 
is formulaic, and even sequence is not crucial. The first two 
stanzas coula be interchangea, thou gh the movement f rom natural 
to man-related hazaros is deliberate. The thir d stanza does 
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not rea d at all like an opening stanza, p resufuably because it 
lacks the all-inclusive generality of "the heat 0' th' sun", 
but it coula be interchanged with the second stanza. Also, there 
is no semantic constraint on the interchangeability of the refrain 
lines (o, & 6) of the first stanza and those (l7 & Ib) of the 
third stanza. The deve lopment from stanza to stanza is thus 
minimal, ana the clima x falls in the same place in all three 
stanzas: at the beginning of the fifth line. The slight changes 
in the d isposition of unstressea syllables 60 not affect this 
climax pattern; musically the refrain begins on the beat in 
the first stanza, and on the up-beat in the secona ana thira. In 
ract the feminine endings of the first stanza, and the extended 
first syllable of its firth line are the only variants whatever 
in the metrical scheme, which is a regular ballad form with 
refrain. ~ oreover, the refrain contains the only enjambment 
or: the poem; otherw ise each line is a clear syntactical uni t. The 
fourth stanza is strictly enD-stoppe and preserves the regularity 
' of rhythm. However, it comprises four three-stress lines in 
a aifferent rhyme scheme, all feminine rhymes, followea by a 
rhymed couplet of four-stress lines. Where the first three stanzas 
use imperative constructions, they are barely d istinguishable 
in semantic intent from the generalisations framed in inDicative 
constructions with which they alternate. In the fourth stanza, 
however, the imperatives are semantically justified as petitionary 
incantation. The stanza is thus set aside from the others by 
both mood and metre. 
Vie can only speculate on what e::igencies of the theatre preventeci 
this son" from being sung in the play. In his edition of Cymbeline, 
J 1 Nasworthy (l969, 212-216) paints out that the play's other 
song, "Hark, h a rk the lark", was beautifully set, probably by 
Robert Johnson, although two of the lines printed in the 1623 
Folio are omittea in the setting. Nosworthy suspects (2l;J), 
.•• that they were deleted by the composer in order 
that the singer shoul o not have to cope with awkwar ~ 
sibilants. 
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If such mundane considerations governeri the music for "Hark, 
hark the lark", it is possi~le that "Fear no more tne heat 0' 
th' sun" was not set because Shakespeare did not care for the 
com~oser's setting, or because the composer had not the time 
to do justice to the duality of stanzaic form, or because the 
actors playing Guiderius ana Arviragus were not up to the standara 
set by the professional musicians who performed "hark, hark 
the lark". I believe on the evidence of th e song lyric, that 
~hakespeare intended it to be sung. 
The features that can be abstractea from this poem are those 
that distinguish the typical song lyric. The final stanza is 
an unusual variation clearly aemandin g fresh meloaic material 
of its musical setting. The features are, first, a simple strophic 
form in which the stanzas incluae recurrent rhetorical tigures, 
and similar emotional movement ana colouring at fixed points. A 
fairly strict ana Simple metre is required, and a high inciaence 
of end-stopping. It is unusual for an effective song lyric to 
have more than four stresses per line. It requires the rhythmical 
ingenuity of a Dowland to cope with, say, the hexameters of 
"t'le , me, and none but me" (143 supra). Pentameters rarely accommodate 
themselves to song, but fourteeners, like those in "Never weather-
beaten sail" (160 supra), are often ballad-metre in d isguise. In 
tact, ballad-metre with its many variants is an admirable vehicle 
for song. 
The second feature distinguishing song lyric from other lyric 
poetry is syntactical simplicity. The severe limitation on the 
number and complexity of grammatical structures in "Fear no 
more the heat 0' th' sun" is typical. An obvious complexity 
avoided by song lyric is irregularity of syntax. A glance at 
Campion's lyrics reveals very little inversion of word oraer, 
or exalnple; ana where it does occur, it is usually according 
to accepted conventions of poetry, inversion of verb ana o~ject, 
t or example, as in the third line of the Cymbeline dirge. 
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Another major cause of syntactical complexity is phrasal subord-
ination, and the more complex structures of subordination are 
therefore shunned by song lyric. Simple narrative, of course, 
can subsist on the simpler patterns of conjunction: those employing 
"and", "but", "then", "when" and "or". But an argumentative 
syntax, employing more complex patterns of conjunction and subord-
ination strains the listener's attention in song. The famous 
syllogism on which Marvell's "To his coy mistress" is organised 
(vide supra 27) is unsuitable for song, not least because of 
the length and complexity of each premise. Where a song lyric 
does present an argument, it is usually done implicitly in the 
juxtaposition of repeated images, with minimal syntactical subord-
ination: Campion's "I care not for these ladies" (151 supra) 
and "The peaceful western wind" (154 supra) are good examples. In 
performance, an exquisite attention to diction, sometimes at 
the cost of vocal quality, is required to communicate even something 
as Simple as the arch conclusion to Campion's "It fell on a 
summer's day" (Campion, 1969, 31), in which, after Jamie had 
once penetrated Bessie's bower and wooed her while she, in her 
terror, feigned sleep, the conclusion follows, 
And, since this traunce begoon 
She sleepes ev'rie afternoone. 
Centuries later, W S Gilbert, in directing the Savoy Operas, 
made similar sacrifices of vocal quality to his own texts. 
Concomitant with syntactical simplicity is semantic simplicity. Hut 
this is more problematic, because, while syntactical simplicity 
implies a semantic Simplicity on the surface, the implications 
of context, contrast, and symbolic association can create rich 
and complex tapestries of meaning beneath the surface. Booth 
argues (1981, 80) that a lyric's multiple meanings may be borne 
in a song 
••• to the extent that the various layers of meaning 
tend in the same direction, reinforcing and validating 
each other. To the extent that its complexity makes 
kinks in our reading, making us look back and revise 
what we thought we had caught, it is not good for 
song. 
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The refrain, which is so common a feature of the song lyric, 
carries this reinforcing and validating function. It is also 
a clearly demarcated point in the poetic structure at which 
the composer is at liberty to expand and repeat without doing 
violence to the poetic structure. The short lines found within 
a song lyric stanza are often slightly disguised refrains. 
On the surface the most obvious determinants of semantic simplicity 
are, first, simple sequential narrative such as is characteristic 
of so many ballads1 secondly, very simple argument based upon 
juxtaposition of image types such as we saw in, say, "I care 
not tor these ladies" (151, supra) 1 and thirdly a tendency towards 
generality of statement, imagery and implied situation. Symbolic 
meaning tends also towards generalisation, and the subtleties 
of symbolic association, context and contrast may enrich and 
complicate a song lyric's meanings as long as they work within 
the surface conventions of the genre. The Petrarchan conventions 
were particularly appropriate to song simply because they provided 
the typical and generalised imagery and situations required. The 
erosion of the conventions at the end of the Sixteenth Century 
was a movement into greater particularity of utterance, towards 
more intimately confessional poetry set in less tightly organised 
metrical and stanzaic forms. It was thus a movement away from 
song lyric. 
But if the lyrics suitable for song lack an intimacy, song in 
performance most certainly does not, for performance contextualises 
a song's emotion. This can happen in a number of different ways. In 
the middle class drawing rooms of Victorian England lovers were 
able to convey around a piano messages that social decorum did 
not permit in other forms. Similarly song is contextualised 
in the theatre1 in a play by Shakespeare or Jonson, the generalities 
of a song lyric take very specific meanings in relation to the 
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manifold contrasts of their conte xts; the song, in fac t, means 
Different things to different characters, and perha~s different 
things again to the auaience. Une ot the oaaest exam~les can 
be found in The Merchant of Venice, where the song that is sung 
while Bassanio is choosing the casket he hopes contains Portia's 
portrait (III, ii, 63-66), d irects his choice by the insistence 
of the rhymes towar ds the casket made ot lead. 
Tell me where is fancy bred, 
Ur in the heart or in the heaa? 
How begot, how nourished? 
Reply, reply .•• 
Even in the concert hall, the individual singer particularizes 
the ge neral message; a careful singer pays every bit as mUFh 
attention to characterisation as does an actor, an d creates 
the illusion that he or she is singing to each member of the 
audience individually. l'ihere the text of a poem implies realisation 
in performance, the text of a song demands it. Here again we 
see a reason why the changes in poetic fashion involve a movement 
away from song lyric: a more intima te, confessional text tends 
to pre-empt the characterisation of a song in perfor mance. 
'l'he great l::lizabethan sonneteers anticipatea many of the chan ges 
in poetic fashion, and the typical Elizabethan sonnet stands 
aisqualitied as a song l y ric on several of the g rounds g iven 
above; not least the logical sophistication of its argument, 
and the intimacy of its approach. But Shakespeare's sonnets 
still preserve the careful artif ice of syntactical parallelism 
which ensures a fairly high rate of coinciaence between syntactical 
units and lineation; Donne's poetry contains far more enJal'lbment. 
It is, as ~tanley Bussey points out (1982, 83), Inore intemperate 
and more colloquial than the language of Shakespeare's sonnets. 
Donne's love poetry, his so-called "Songs and Sonets", continues 
a debate with Petrarchan convention where Shakespeare's sonnets 
leave off. It is typical of a Donne lyric that its ambivalence 
makes us "look back and revise what we thought we had caught". In 
this respect, "Goe, anei catche a falling starre" <1912, b) is 
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atypical; its images accumulate line by line with a high incidence 
of end-stopping, comprising a fairly straight line of argument. 
Indeed, its reaction against Petrarchan convention is direct 
enough to have become a new stereotype in Cavalier poetry: Suckling's 
"Out upon it" (1971, 55-56) follo,ws a very similar argument. "Goe, 
and catche a falling starreD is one of the tew Donne poems for 
which we have a contemporary musical setting, though the Egerton 
manuscript which is our source gives the air w~thout accompan~ment 
(1912, vol 2, 54): 
Go and catch .. fall- ing stu Gel with child • lDan-drilh roou, 
Tell me where. a.1l ~tlimes. art Or who ddt the De - viI', loot , 
Tn...:t. m~ to hear :ncr'maid'lSin&-ing Or to keep of En· "'y'"s,ju.I:-ini 
, rJ i r· tl t t I t r r tl r· r I II II 
AM find ",haL wind Serves to aJ.,vAnCl' an hoo - C'"t mind. 
But the tune hardly does justice to the vigour of Donne's verse. His 
characteristically dramatic opening is not accommodated by the 
music, while the dramatic downward leap of a seventh at the 
word "Devil' s", becomes in the subsequent stanzas mer ely awkward. Nor 
is the crucial dramatic volte face at the third line of the 
final stanza assisted by the music. 
If thou finost one, let me know, 
Such a pilgrimage were sweet; 
Yet doe not, I would not goe, 
Though at next doore wee might meet, 
Though shee were true when you met her, 
And last, till you write your letter, 
Yet shee 
Will bee 
False, ere I come, to two or three. 
Even in this simple poem Donne is not writing, and perhaps not 
trying to write, good song lyric. A more typically complex poem 
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like "'l'he Exstasie" (1912, 46 ), aespite its ballad metre, ais-
q ualifies itself entirely as song lyric by making us "look back 
and revise what we thought we haa caught". Donne's aramatic 
diction, its imperatives, its colloquialisms, its passionately 
involve a syntax , marks a d ramatic change in the language of 
poe try, and the change, as a whole, is less amenable to musical 
setting than was the s tandar a ~lizabethan lyric. 
Donne's rejection of the Petrarchan style may have owed sOlL1ething 
to earlier English poetry - Wyatt at his .ore colloquial, and 
perhaps Skelton - but a more obvious influence is Elizabethan 
dramatic verse. Ana it is interesting that we should see an d 
hear so clearly in Elizabethan drama such a distinction between 
a powerful dramatic verse diction, aense, syntactically complex, 
and colloquially rhythmed, and the studied elegance of some 
of the finest Elizabethan song lyrics; tor tne two sorts of 
poetry occur side by side in the plays. A great deal has been 
written about the extensive use ot music, both vocal ana instru-
men tal, in Elizabethan drama in order to heighten a ramatic effect 
ano to provi de generalised comment on the action. But the El izabethan 
and Jacobean dramatists had no need of music to enhance the 
line-to-line effects of their dramatic texts. In the less public, 
mo re stylise d t hea tre o f the masque music haa a greater role, 
but it wab not pe r ili ittea to swami-- th e text; Ivriters at the stature 
of Daniel, Campion, Jonson ana Dilton would not otherwise have 
use d the form. The contemporary aebate in th e Florentine Camerata 
about the prover aeclamation of Classical po e try, a debate which 
lee to the creation of a new art torm granaiosely namea "opera", 
a rose out of totally different cultural con d itions from those 
in Englana. When opera arrivea in England over half a century 
later, it haa severed itself from the native dramatic traoition, 
ano was characterised by lavish spectacle - ana sometimes tine 
music - that me rcifully drew away the auditor's attention from 
its absurd libretti. 
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At the end of the Sixteenth Century, however, English theatre 
was too literary to tolerate elaborate mus ic. Shakespeare anti 
Jonson usee music in acco r dance with their notions of musica 
mundana, cosmic harmony, and their companies employed some fine 
musicians, inclUding the younger Ferrabosco and Robe rt Johnson; 
but the immediate eemand was for simple melodies and accomI'Bniments, 
even for purely instrumental interlude s , tor language in Blizabethan 
theatre was paramount; later in the Seventeenth Century, when 
mo re elaborate music was p rovi aea for some of the El iza bethan 
plays, most notably for The Tempest and tor A Midsummer Night's 
Dream, it comr;letely transformed the text, ettect ively rewri ting 
the play (see Covell, 196 8). Song settinss haa their OvID practical 
p roblems : an actor competent enough to play Feste or Arie l, 
for example, would need a good singing voice, but would be unlikely 
to cope with an elaborate lute pa rt as well. There are relatively 
tew songs in the p lays that are performed, as is "Hark, hark 
the lark" in Cymbeline (II, iii, 20-26), by mu sic ians who have 
no acting role. The point is further illustratee by imag ining 
an attempt to use in aramatic performance really sophisticated 
settings like Gerale Finzi's lovely Let us Garlands Bring: Five 
Shakespeare Songs (Finzi 1942), which includes a setting of 
the Dirge from Cymbeline which pays scrupulous attention to 
the structure ana meaning at the verse; yet it woul d be inappropriate 
in the theatre, because of its elaborate piano part and also 
because it is too poisea tor its immediate aramatic conte xt . 
Song settings like Ferrabosco's "Come my Celia", from Volpone 
(Auden et aI, 1968, 13 4 ) and korley 's "It was a lover ana hi s 
lass" (ibid, 204) might thus have been beyond the companies' 
actors, ano some scholars have doubted their be ing composed 
for theatrical use (see, e g Fuller, 1977). I'lo re obviously, 
Henry Youll's t h ree-part setting of Jonson's " Slow, slow, fresh 
fount" is unlikely to have been used in the tlleatre. It certainly 
is strange that so tew of the song lyrics f rom the plays fauna 
their way into the various lute song collections, for there 
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must have been attractive contemporary settings; perhaps theatre 
music lacked profess~onal prestige, as it has done somet~mes 
since. Richard Johnson's settings of "Where the bee sucks" and 
"Full fathom five" for The Tempest are perfectly suitea to the 
dramatic needs of the play. "Futl fathom five", in particular, 
is a very fine song setting, sensitively responding to the rhythms 
of the text, and neatly characterising Ariel's whimsical serious-
ness. The subtle variations of musical rhythm atter the first 
quatrain contribute notably to this effect. Significantly, the 
first published version of the song, in John Wilson's Cheerfull 
Ayres or Ballads of 1659, prints a simple bass accompaniment 
that can be elaborated according to the accompan~st's taients 
(Kermode, 1962, 157) 
• 
Johnson worked continuously for the King's Men from 1607 to 
1617 and composed songs for all the famous playwrights of the 
day. One of the loveliest of all 'lyrics to have emerged from 
the theatre is a Johnson setting of Ben Jonson's lines "Have 
you seen but a bright lily grow". The lyric deserves examination 
on its own (Jonson, 1925, vol VIII, 134-135). 
Have you seene but a bright lillie grow, 
before rude han6s have touch'Q it? 
Have you mark'o but the fall 0' the snow 
Before the soyle hath slilutch'Q it? 
Have you felt the wool 0' the bever? 
Ur swans downe ever? 
Or have smelt 0' the bud 0' the brier? 
Or the nard i' the fire? 
Or have tasteD the bag 0' the bee? 
o so white! 0 so soft! a so sweet is she! 
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It was famous enough in the Seventeenth Century to have provoked 
among other corruvt texts (see, e g , Jonson, 1925, vol VIII, 
135), an imitation by James Shirley, incorrectly ascribed to 
'l'homas Carew (Carew, 1957, lY7 & 286), and a suvage parouy by 
Sir John Suckling (1971, 29); an emphatic rej ection of Petrarchan 
love poetry. 
Hast thou seen the coun i' th' air 
when wanton blasts have tost it; 
Or the shiV on the sea, 
when ruder waves have crost it? 
Hast thou markt the crocodiles weeping, 
or the foxes sleeping? 
Or hast viewea the peacock in his pri de, 
or the dove by his bride, 
when he courts for his leachery? 
Oh so f ickle, Oh so vain, Oh so false, so false is she! 
But Jonson himself must have liked the poem, for he added an 
extra stanza to the two originally written f or his p lay The 
Devil is an Ass, and the three stanzas were published in his 
postumous volume of poetry , Unde[woods, in l64U, as one of ten 
lyric pieces, "A Celebration of Charis". In the stanza that 
is set to music, the rich sensuality ot the conventional images 
is expressed in a tightly controlled rhythmical and metrical 
patte rn, with the f ir st two lines be in g echoed rhythmically 
by the following two. The two short lines in the second half 
arrest the liIovement, and prepare for the climax. The final line 
stands alJart from the others not only in its climactic parallelisms 
but also in its four stresses. 'l'he composer tactfully emphasises 
the point, extending the line by repetition, very much as the 
"IJing dong bell" line i s extendeo in "F'ull fathom five ". Inaeea, 
the setting, which survives in an anonymous Br itish Library 
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manuscript, is attributed by John P Cutts (1955) and others 
to Robert Johnson. To so~e extenf the bar-lines ODscure the 
tune's great sensitivity to the rhythms of the poetry. 
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The uncertainty about the composer's identity and the absence 
of Jons on's fir s t st a nza a r e not, in th e ms e l v es, e v ide nc e that 
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this song was not intended ior theatrical use. Still less is 
the contrast between the exquisite ten erness of the song and 
its aramatic context ot cynical rapacity in The Devil is an 
Ass <Ir, vi, 94-113). I-la ry Chan has made the illur.linating observation 
that, in ~lacing such exquisite song lyrics in such ironical 
contexts, Jonson is in fact upholding the power of song, music, 
poetry ana crama as constituents of an ideal unitying world 
of artifice, cosmic harmony, against the "mad, mad world" of 
contemporary London (1980,111). 
As anthology pieces both Volpone's and Wittipol's 
songs illustrate some of the importa nt values which 
lie behind their plays; values of an aristocratic 
society, values which see in man's ability to communicate 
effectively by poetry and music those qualities which 
place hi. in harmony with tne divine cosmic plan. Out 
in both plays this pOint is enacted in the pattern 
ot the \~hole play rather than s tatea; in the particular 
contexts the wisoom o f the songs' composers ana performers 
is shown to be flawea ano we thus have Hlimicry rather 
than eloquence. 
It should be observed, however, that in Volpone' s sons the harmonious 
values are reflected in the careful balance of the verse ana 
in Ferrabosco's elegant setting, rathe r than in the text, which 
conclUdes cynically (Volpone, III, vii, 180-183), 
'Tis no sinne, loves fruit to stea le, 
g ut the sweet theft to reveale: 
To be ta ken, to be seene, 
These have crimes accountea beene. 
~ittipol's song from The Devil is an Ass, on the other hand, 
contrasts both text and setting with their cynical context. In 
Jonson's work the tension between a calm, harmonious, Apollonian 
art ana a temfJestuous, intractible reality is always apparent. In 
their commentary on his poems, C H Herford and Percy Simpson 
paint out that most ot them 
•.• arose directly out of particular events in Jonson's 
experience or out ot actual relations with friends 
or foes. (Jonson, 1925, vol II, 338) 
Jonson comprehenaed the d ifference between song lyric and the 
sort of intimate, particular, autobiographical lyric poetry 
that stands opposea to it. 'L'he contrast with song lyric is apparent 
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from sLlch poems as " Ny Picture Left in Scotland" (1925, vol 
VIII, 149): -
I now thinke, love is rather deafe then blind, 
For else it could no be, 
'fhat she, 
Whom I adore so much, should so slight me, 
And cast n.y love behind: 
I'm sure my language to her, wa s as sweet, 
And every close did meet 
In sentence of as subtile feet, 
As hath the youngest hee, 
That sits in shaaow of Apollo's tree. 
Oh, but 6~ conscious feares, 
That flie my thoughts betweene, 
Tell me that she hath seene 
By hun drea of gray haires, 
Tola seven and for tie years, 
Read so much wast, as she cannot imbrace 
By mountaine belly, and my rockie face, 
And all these through her eyes, have stopt her eares. 
This anti-Petrarchan lyric, like the "heterogeneous iceas ••• yoked 
by violence together" of metaphysical poetry, is part ot the 
shift in poetic fashion "from anonYl,lity to self-consciousness ", 
as Jerome (· azzaro puts it (l~70, vii>. English poets no longer 
" considered the vernacular inaaequate as a 
(Peterson, 1967, 4), as they 
the Si xteenth Century. Their 
ha a through the 
literary meaium" 
greater part or 
preoccupation with Petrarch haa 
enrichea the language as it was intenae a to, but now they coula 
come into their fortune, and the sort of l;iusic they we re preparea 
to aamit as they enjoye that legacy was re uireu to be mOdest, 
unassuming and unobtrusive. Edmund Waller was here speaking 
for his age: ('''1'0 S r Henry Lawes" Parx'itt, 1974, 14) 
For as a window, thick with paint, 
Lets in a light but dim and faint, 
So others with oivision hide 
The light of s e ns e, the poet's pri de. 
But you alone may truly boast 
That not a syllable is lost: 
The writer's and t h e setter's skill 
At once the ravished ears do fill. 
Let those who only warble long 
And gargle in their throats a song, 
Content themselves with ut, re, mi: 
Let words and sense be set by thee. 
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I-ia ller, we notice, commits the error of characterising the literary 
s i de of song as "wor ds ". Ana certainly the new generat ion ot 
song com posers paid close attention to woros; an attention that 
was to cull~inate in Purcell's e l aborate word-paintins techniques 
at the end o f the Century. Campion's strictures on polyphony, 
and Dowland's experiments in declamatory song were carried a 
s tage further by the cultivation of the stilo recitativo. The 
use ot an Italian term is e xtremely ironic to aescribe a technique 
by which English poetry was supposea to be more faithfully renaerea 
i nto music than it hac been in the ayres of the late Elizabethan 
age. Dowland must have maae some acquaintance with the new music 
of the Italians durin~ his Italian visit ot 1595, ana it prOba bly 
influenced his experiments in aeolamatory writing. Ian Spink 
is, however, sce~tical whether Nicholas Lanier and the younger 
Ferrabosco were intimately acquainted with the new music of 
the Italians (1974, 43). Lanier apparently made no extens ive 
visit abroao until 1625, just before he was appointed Maste r 
of the King' s husic, ana long after he had aeveloped the declamatory 
air. No d oubt Lanier's experiments were influencea by what he 
coula g lean of the theories of the Italian Camerata, but his 
music is part of a general movement away from polyphony and 
towards a more stacIe tonal sys tem in which the accompaniment 
se rves merely to harmonise the melody. His works range from 
fairly dry recitative-like incantation to sweetly melodic airs, 
yet his de clamatory style sounced strange enough to English 
ears in the second decade of the Seventeenth Century to warrant 
the adoption of a new term to describe it. Jonson described 
the music tor his masque Lovers Made Men in 1617 as follows 
(1925, Vol VII, 454): 
And the whole maske was sung (a f ter the Italian manne r) 
stylo recitativo by [-laster Nicholas Lanier, who orderea 
and maoe both the scene and the music. 
This famous reference has been taken by most of the standard 
reference works (Grout, 196:', tor exam.,le, 135-136) to mark 
the introauction to England of the new style, described by Nacdonala 
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Emslie (Emslie, 1960, 20). 
The declamatory air's voice-line, like that of recitative, 
but to a less degree, models itself on the time-movement, 
and to a certain extent the pitch movement, that the 
words would have if given spoken declamation . The 
result is a song-form more tuneful than early recitative 
proper - tnat is, its music makes a greater contribution 
in its own medium to the total song - but none the 
less the effect it frequently proauces is, like recitative, 
that of musically heightened speech. 
The term stilo recitativo was probably current a few years before 
Jonson used it, for Lanier had used the declamatory style in 
a song he wrote tor Campion's masque on the occaS1on of the 
marriage of the Earl o f Somerset and Lady Frances Howard in 
December 1613 (Campion, 1969, 278-279). 
I": " I" U I~ . , I~ To • • II)' .. p- pI"n. b.and' __ _ • 
- Ih~ 11ft <.>/ i""" aJ>J buun .... s.:. i, 
'" 
8<1· All _ ., 
j- ~ I .... JI ....... • I ~ -
- oh~ an.lI l rwl · ,td . '. I.,.. ohee,_ .•. .. nc ·ly. .he one-If • 
• , j- ~ J. !.J. I . 
l~ -
o1uU fade a · ""' y. 
- '?til 
"" 
,,,- p .. lr d /rom ,hi. >!",le. ,. h ... bka. 
, 
j-- I'" II 
It is apparent that this song lac ks the melodic pliancy of th e 
airs of Campion, Dowlana and Johnson, and that it is not actual 
r e citative either. Certainly there i s s ome simulation of the 
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timing of speech rhythm, but the melOdy can haraly be sai d to 
10110w, even roughly, the intonations of speech. Expressive 
devices like the C sharp on the word "sup~liant", and the rising 
passage for the line "And let that hand advance it now", and 
the sustained D on "charme" giving the singer the opportunity 
to illustrate the text by fading out the note, belong to the 
language of musical expression, not linguistic. Lanier is here 
using quite common song devices, and the fresuent rests separating 
syntactical units we might f ina in an inaividual voice part 
by Wilbye. One might, in fact, argue that Lanier's treatment 
of the EnSlish language owes as much to the madrigalists' treatment 
of individual lines as to any other influence ; the foreign influence 
lies in the newly emerging harmonic language. 
But the use of madrigal ian techniques in monophonic song is 
startling in its destruction o t verse structure; for if Lanier 
simulates speech rhythms, he does so to the neglect ot poetic 
metre. Campion's lyric is as elegantly made. as ever; its two 
sections are neatly contrastea metrically, the first being a 
ballad quatrain with an extra line, the second a q uatrain in 
which two five-stress lines enclose two four-stress lines. 
Bring away this sacreci tree, 
The tree ot grace and bountie, 
Set it in Bel-Anna's eye, 
For she, she, only, she, 
Can all knotted spels unty. 
Pull'd from the stocke, let her blest hands convay 
To any suppl iant hand a bough, 
And let that hand advance it now 
Against a charme, that charme shall fade a\~ay. 
Lanier's pauses and repetitions of phrase destroy the form of 
Campion's ballad stanza com p letely; this is surely what struck 
J onson and his contemporaries so strangely in monophonic song. 
Recitative is in fact a technique for setting prose intelligibly. 'I'he 
essential compromise of song in its use of lyric p oetry is, 
as we have seen from folk song, an accommoaa tion ot musical 
t orm to poetic form. What we can see in Lanier's song is the 
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beginnings of a dissociation between hlusic and poetry in which 
lJoth musicians and poets tend to go their own ways without any 
accommodation ot one another. 'l'he relationship, never very stable 
outside folk song, is beginning to break up, and 'loa d poets 
ano musicians now conte . plate one another's arts either as totally 
independent of one another or as subordinate graces. Poets are 
arawn to inferior hlusic, ana musicians to inferior poetry. At 
his very best, Henry Lawes rises above these strictures, as 
we shall see, but the rot haa set in, and a traaition initiated 
in 8nglish song for texts of great dulness or great a bsurdity; 
a trad ition which was not seriously challenged until the work 
of Gilbert and Sullivan and Parry anu Vaughan Williams. 
~ven the best of Lanier's songs show the oissociation. "Mark 
how the blushful morn" (Spink, 1976, 4) is a seeting at a Thomas 
Car ew ly r ic tram his Poems at 1640 (Carew, 1957, 4;<). 
narke how the bashfull marne, in vaine 
Courts the amorous Marigold, 
With sighing blasts, and weeping raine; 
Yet she refuses to unfold. 
But when the planet of the day, 
Approacheth with his powerful ray, 
Then she spreads, then she receives 
His warmer beames into her virgin leaves. 
So shalt thou thrive in love, fond boy; 
If thy teares, ana sighes discover 
Thy griefe, thou never shalt enjoy 
The just rewara of a bol d lover: 
But when with moving accents, thou 
Shalt constant f a ith, an service vow, 
Thy Celia shall receive those charmes 
With open eares, and with unfolded armes. 
The logical structure of Carew's poem is Simple enough, depending 
upon the Simpler patterns ot conjunction: "yet", "but", "so", 
"then", "but when". l'loreover, the stages at Carew's argument 
fall easily enough into tour quatrains. Nevertheless, it is 
gram matically a single unit, ano although its i magery is simple 
and conventional enough, we do not fino the close parallelism 
of either syntax or imagery that is typical of Elizabethan song 
lyric. The argument is not easy to tallow listening to the song. 
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Lanier's aecision to set the song in two eight-line stanzas 
is logical enough, since the overall semantic pattern is parallelled 
in the two halves, the f irst eight lines dealing with the vehicle 
of the image, the second eight with the tenor. The amendment 
at the text is not defensible , however, for it vitiates the 
torce both of Carew's imagery and of his argument. "Blushful" 
i s a particularly poor substitute for Carew's "bashfull", since 
it obscures the lyric's funaamental argument, since it introauces 
an un ~leasant archness, an d since it apparently d ictates the 
fu rther amendment of Carew's "sighing blasts" to the ridiculous 
"sighing blush " in the thira line. A ma a rigalist would no aoubt 
have destroyed much of the poem's form, but one cannot i mag ine 
him ta iling to respond to Carew's own thira line. The change 
of Carew's "shalt" to "mayst" in the ninth line weakens the 
argument to no purpose. In the following line of Lanier's version, 
"silent" serves no clear furpose, ana even destroys the rtlythmical 
parallelisl,\ between lines two ana ten. In the thirteenth line, 
Carew's direct syntax is amenaed to the awkward "But when the 
moving accent, (thou) / Shalt ••• " It might be ar g ueD that th e 
or iginal text could be restor ea and the song conseq uently improved, 
but the point is that the amendments inaicate an insensitivity 
to the quality of the text. It seems as if Lanier seize d on 
his own image of bl ushing, and built his song arouna it rega raless 
of the context. Apart from these amendments to the text, Lanier 
chose a poem employing far more enjambments than an 81izabethan 
ly ric would have done . Run-on lines tenu to contraoict the logic 
at mus ical phrasing, and since these are not pa rallelle a in 
the two halves, they war k against the str ophic settinc;. In Lanier's 
first stanza, his treatment at '''rhen she spreaas, then she receives" 
is particularly felicitous, but it makes nonsense of the corres-
ponaing line in the se cond stanza. Lanier's p retty air is hung 
very loosely upon a text which, even in its authentic form, 
offers little hel~ to the song writer. Its charn, ooes not aepend 
upon the intelligibility of its text; not even to the performer, 
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as a goou madri gal is intellisible to the pe r formers , even when 
the polyphony obscures much ot the message from the listener. 
It is apparent that in Lanier ' s declamatory writing we have 
the beginnings of an English style that was to flower in the 
magn i ficent declamation of Henry Purcell's vocal line. But we 
cannot agree with the Judgement of Vincent Uuckles (Duckles 
ana ~ immerman , 1967, 5): 
Obsc ure as they are, the English composers ot the 
mid-seventeenth century were amons the most literate 
musicians who ever lived. They haa the highest respect 
for poetry , ana in their close re a a i ng ano careful 
setting of the works of their literary colleagues, 
they create6 a school ot song composition that is 
unique and deserving of more attention than it haa 
receivea • 
• s the styles for poetry had changed , so the product ion of good 
poetic texts suitable tor setting aiminishe d , ana the Cavalier 
song writers tenaed to exploit the dramatic potential ot infer ior 
texts - as Purcell was later to dO. ut the case of Henry Lavles 
(1596-1662) must be considerea, for he certainly did write some 
f i ne songs to f ine texts, anu he arew from Milton and other 
poets some extravagant compliments. Hilton's famous sonnet (1966, 
174) aeserves to be quoteu in full ior its spec i tic JUdgements. 
Ha rry, whose tuneful and well-measureo song 
First taught our Bnglish Itlusic how to span 
Words with just note and accent, not to scan 
\'iith h idas' ears, cOnllllitting short an d long, 
'.'hy worth and skill exe lI'tS thee f rom t h e throng, 
With ~raise enough tor Envy to look wan; 
To after age thou shall be writ the man 
'l'ha t VI i th smooth air coulast humour best our tongue. 
Thou honour'st verse , a nd verse must lenu her wing 
To honour thee, the priest of Phoebus ' quire , 
'i'hat tun'st their haplJiest lines in hymn or story . 
vante shall give Far.le leave to set thee h i gher 
'l'han his Casell a , whom he wooec.i to sin g , 
Net in the mi 16er shaues oi Purgatory. 
k ortimer H Frank (1979) has shown that t ilton not only received 
a thorough musical training from his father, but also knew and 
unoersto06 both the pract ical ana theoretical implications of 
the changing musi cal styles both in Italy anu in England. 
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kilton sllrewdly recogniseo in Lawes the one co mposer of his 
time whose talents could comprehend the chang ing fashions in 
botn music and poetry. It i s no coincidence that li il ton COlilr,lenas 
Lawes across a line boundary tor his ability " ••• to span/ Words 
with just note ana accent", tor Lawes was aule to fin a Iilusical 
rhythm which could cope with the increasingly frequent enjambments 
of Seventeenth Century poetry without reducing the verse to 
prose. As R J McGraay points out (1 969 , 92) 
His particular achievement was to break through the 
lyrical tramework of th e lutenist ayre - a f ramework 
which aepends ultimately upon a numbe r ot balanced 
sections, each of whicn usually cor responds to a complete 
line o f verse - to create a continuous flow of melody 
whici1 owes its shape ana structure, not to the metrical 
organisation of the verse but to its sense ana rhythm. 
b ut ~ cGrady, like so many of Lawes's recent aomirers, seems 
to underestimate the oitficulty ot the p roblem by ignorin g the 
extent to which, despite enjambments, or even because ot thenl, 
line periods retain an enormous ililportance in Seventeenth Century 
poetry. If the line became a more variable and fle xible unit, 
serving a greater variety at phonological and semantic jJurposes, 
it rema ined a f~naamental unit o t verse nevertheless. The careful 
foregrounaing of the wora "s an " in Hilton's sonnet is an excellent 
example o f the functioning of the line period. To the extent 
that Lawes uid refashion l!:nglish song by breaking the relationsh ip 
so evident in Campion's songs between balanced musical phrases 
and balanceo lines of verse, the result is a les s satisfying 
tribute to English poetry than r.'ocGrady and Ian Spink (1974) 
s ug gest. But Lawes certainly o ia not consistentl y i gno re line 
periods. Even in an early song in which he is very patently 
working under the intluence of song-writers like Hobe rt Johnson, 
his awareness 0 the problem is apparent. "0 that joy so soon 
should waste" is a setting of one ot the songs t rom Cynthia's 
Revels (IV, iii, 242-253). 'fhe musical setting (given by HcGrauy, 
1~6Y, 91) is quite obviously intluenceu by "Have you seene but 
a bright lillie grow" (ct. 175 supra). 
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Lawes here repeats the phrase "As a kiss", which occurs in- Jonson's 
text as a separate line. Its etfect is to change Jonson's pattern 
slightly bi creating three four-stress lines which correspond 
to three musical phrases. The fOllowing line, however, is another 
of Jonson's catalogues of epithets, and Lawes treats it to delicate 
--
declamaeion very similar to that for the last line ot "Have 
you seene but a bright lillie grow". This declamatory writing 
is continued through a long phrase embracing three lines ot 
verse with its climax a rapid scale passage rising to the word 
"morn" - again reminiscent ot the other song. Certainly this 
is freer rhythmically than any Campion song, but the phrasing 
is such that the rhyme words still mark out the linear structure 
of the verse, as they might in a sensitive reading of the poem 
aloud. All Lawes's cadences fall in the right places. 
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In the course of a detailea and sensitive analysis or the sony 
"1'Ihen thou poor el:communicate", Ian Spink <197 4 , 79-&3) demonstrates 
how Lawes coped with the uifficulties p resentee. by 'l'horaas Carew's 
l?oern, entitled "'1'0 my inconstant mistris" (Carew, 1949, IS). 
When thou, poore excommunicate 
From all the joys of love, shalt see 
~he full reward, and glorious fate, 
I/hich my strong faith shall purchase me, 
Then curse thine owne inconstancie. 
A fayrer han0 then thine, shall cure 
'I'hat heart, which thy false oathes aid wound; 
And to my soule, a soule more pure 
'i'han thine, shall by Loves hane. be bound, 
Ana both with e4uall glory crown'u. 
Then shalt thou weepe, entreat, complaine 
To Love, as I dia once to thee; 
When all thy teares shall be as v aine 
As mine were then, for thou shalt bee 
Damn'd for thy talse apostasie. 
t: ric Ford Hart says (1951, 223) of the work of the Cavalier 
poets whom Lawes so favoureo in his settings, 
It hao lost the passionate simplicity of Elizabethan 
lyric verse; insteaa there was a new note or courtly 
sophistication, which intellectualizea its unuerlyins 
emotion into comp liment, cynicism or l:loralizing, or 
o··~r. na y<:>+-o. ... .of- ;,..."+-",, hO'T\.:;o .... I-, ..... ·I ...... 
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Spink makes a relateu observation about the central metaphor 
of Carew's poem (bO): 
It is a conceit to the taste o f a court that tound 
religious controversy an intriguing e.iversion, but 
it is one to which music can aud little or nothing 
since it is purely intellectual. It is through 'wit' 
that the point is made; there is little or no 'feeling' 
to cOI.1municate. 
how little there remains to communicate is illustrateu by the 
ract that Lavles coula aispense with Carew's secona stanza without 
undue loss. I a m indebteu to Spink's analysis, particularly 
of the way LaVles uses the new harmonic language of the Seventeenth 
Century to organise the cadences to correspona with the syntax 
oi the pOeDt. ~he cauence Lawes employs at the ena Ot the iirst 
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stanza is in B flat, the relative major key to the tonic G minor; 
his half-closes at phrase endings are in the tonic, except for 
that on ~he word "damned", which is on the dominant, before 
the final phrase resolves into , G minor. It is significant that 
Carew's rhymes are not strong enough to assert the line periods 
against the syntactical logic of the musical cadences. 
Spink obs erves that "Structure like this is cl e arly dependent 
on t he words" (81), but he seems to underestimate the violence 
done to the ve rse structure. Spink's argument is that Lawes 
is offering us a reading of a poem whose wit is not intimately 
bound in with pa ssion, the way wit appears in Donne; the question 
needs to be asked how suitabl e a vehicle is song for such a 
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poem', Lawes showed a mar ked pr ef e r ence f or the Caval ie r poet s, 
Herrick , Carew, I-Ialler , Lovelace, Suckling antJ Cartwright, for 
exarr,ple, avoiding the complell.ities ot roleta..,hysical verse. But 
sometimes the consequence was a loss of passion, without which 
there seems little point in musical setting for a text. A comjJarison 
of Carew's use of reI igious metaphor in love poetry with Donne's 
shows a difference ot seriousness as well as of passion: "'l'h e 
l<el ique" (1912, 62), or "A Valediction: Forbidding t'lourn ing " 
(4!i), or this, from "'i'wicknara Garoen" (2b), makes the point : 
But 0, selfe tray tor, I do bring 
The spicer love, which transubstantiates all, 
And can convert manna to gall, 
And that this place may thoroughly be thought 
'I' rue Paradise, I have the serpent brought. 
The declamato ry style, for all its devotion to the sense of 
the text, reflects a decline in intimacy between poetry ana 
l"us ic. Yet Lawes was capable ot writing very fine songs, given 
the right sort of text for his style and pu r pose. His collaboration 
with Milton in the masque, Comus, presentea at Lualow Castle 
on t ichaelmas night 1634 producea perhaps his finest song, "Sweet 
1:;cho, sweetest nYI ,ph". 11ilton's text (Comus, 230-243) offers 
Lawes an abunaance of concrete, stylisea image ry, ana orama 
rather than argument. Though the verse form is irregular, the 
lines are units ot sense, rhymea Iirmly, especially where the 
syntax runs on to the next line. Lawes brings the music to four 
caaences, all in the dominant; before the last line returns 
to the tonic: the first at the ena of the third line of text, 
.iuway tnrou gn t he f irst sentence; the seconu at the ena of 
the sixth line, concluding the first sentence; the third concluQing 
the dramat ic quest ion; an" the fourth at the entJ of the twelfth 
line ot text, preceding the musical imagery of t he final result-
clause. But the caaences are not re ally restins places, for 
Lawes drives his aeclamatory meloay through the tel(t with treJolenOO US 
rhythmical vi tali ty. 'l'he melouy a na accompaniment are a lways 
moving fo rw aro to the tinal resolution. 
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'l'he part playea by the accompaniment in movins the melody forward 
is vital. The musical rhetoric Ot the question in the miaale 
of the song is im p ressive with its near sequences imitating 
interrogatory speech patterns, but serving at the same time 
an essentially musical function in proviaing the basis of the 
meloaic material tor the concluaing couplet. Yet it is the bass 
part, playea in Lawes 's time by the bass instrument of a concert 
of viols with other parts fillea in by formula, that drives 
the melouy on f ro~ the question into the secona halt of the 
song with an octave leap tied through the re st in the vocal 
part. 'I'he re are thu s rests in t he vocal part ana caaences, both 
a ictatea by the syntax of the text, but the sauna is continuous . In 
its meloaic and rhyth mical vitality, therefore, the bass line 
is both essential to the song's etrect, an d more independent 
tllan Lanier's mere harmonic unaerpinninc, at the melouy. ~his 
song is an exquisite miniature, but Lawes's talent, as Spink 
points out, was overtaken a few years atter the p resentation 
of Comus by the turmoil of Civil War ana Revolution. Although 
he livea to see the Res toration, Lawes hac founa his natural 
creative environment in the unique court of Charles 1. 
~he song writers contemporary with Henry Lawes were all concerned 
with the problems of developing a new ha r mon ic language an d , 
with it, a ~onodic vocal lille. Lanier, John Jenkins (see Duckles, 
1962), John 11/ilson (see Duckles, 1954), John Hilton, Simon lves 
an d the youn ger Lawes, liilliani, were all born within eight years 
of Henry, ana all but William Lawes ana Hilton s aw the Restoration. 
It is stran ge to think ot a masterly polyphonist like Thomas 
'i'omkins living through the reign of Charles I with them, although, 
in retrospect, perhaps we can see their influence in his treatment 
at the narrative line in, say, "\~ hen Davia he a ra that Absalom 
was slain". but the civil War i s a very clear cultural watershed 
in Engl ish hi st ory, and ae spi te the presence of surv ivor s from 
the f irst Caroline age into the secona, musica l lif e i n Englana 
nan to be rebuilt. 
8 
HENRY PURCELL: ESTRANGEHENT 
'l'be ettect o · the I'uritaj, revclution on DUSical liie i n 1::n91ano 
~as to su~press the uionysian tencencies in IJusic allC to encourase 
ani:!' the h }? 011onii:.l.i! . Il'he at'CituuC8 OJ.: t ne ~ uritans to\lj arai.:l llusic 
nave ueen th o rou g lly e;:~lore 0y scholar s tollow i ng t he gre t 
\--lorK O~ ;:;ir Pe rc1i ::Jciloles (1~::S'"~ ), v.~h lCli c orrecte~ tu e r: un CA Ctulentdlly 
l ~ i staken notion thac t he Pu rican s oujecteu to all music . The 
·teet o r t n i s \'Jo r k has !.Je e 1 t o S i ... ec i ")/ th e sore ox Hi u sic to 
\/b ic h t he i'ur itans took e .cej)t i on . 'rhous n chu rc b c ho ir \~ere 
uis bCinc.eu t nu some or the u[ sans vanc.ali s e u , ~lIL ail-scal e in s tru-
i.ental l,usic ilourisheo uncer Puritall rule . ~he Wor e o x Goa 
"ao: pararLlo unt , ana ny t h ing that vias seen to ui s tract th e taitn l: ul 
trom th a t \iore , the sensu 1 a ~p ei:d oi scu11.ture , or vestnLent , 
or ritual , or ela00r~te mus ic , wa s rei.lovea . Sober hom e music 
vas not seen as such a a istraction , anL encouragea. But another 
sUlJstantial va rt 0 l-'u lJ lic [,I us i c \"las oa nneu \d tie the clo s i ns 
or the thea tres , t housn private @assues concinueo to be written . 
Lowever , tour yea r s bet or e ch e lestoration we have a s i sn i ~icant 
instanc e 0 th a t al lev iation th r ough mus ic o~ t he perceived 
tnreat ot tne Di onysian that He Uiscu5se u in the ol-'e n i n_ Cllai-'ter 
(supra, ~): the t heat re s were ~er M itteQ to reopen tor musical 
urill ,La , in er tect , tn e t ir st ~nslisn opera , uavenanc' s The Sie g e 
of Rhodes. Ne verthe less , little vocal music was written during 
tne interregnuiLi, s nu that 01: little inte rest . ;:;t r ec tively , ther e r o r e , 
che periOD saw very littl e j?uDlic mus i c , wllicn , in turn, maue 
i·,lU o: ic a very j,.,re ca riou s l-'rotes s io n . 'i'ilus , at the ), e btor a tion 
Lhe musici ans who liere r e - emfJloyeu in Cl1urcn , court ane. t llea t r e 
wer e facea with the tas k or r ebu iloin g a nat iona l tracition . ~he 
u iscon t i nuity ot the 8nglisn tr ad ition WdS enphasiseo by tile 
f rencn castes wnicil Charles I1 I.Jrou sn c oaC i; wi tn iI i },}; ,Iicll o l as 
Lanie r, whom ne re - a~l-'oint e haster ot the King's husic , haa 
also sl!ent tile COmr,iOlll'le a lt n l!e r iou in exile . '.'hi s , i 1 turn , 
I~ aue clea rer the break be t ween tn e harmonic 1ans u ge or t h e 
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Henaissance ",nd the nei,' tonalities "bie!l Vlere J:in.ly e s t ul... li shell 
in B uro~e oy l66u . 
In its effects , the most remarkable [,1usical uehieve[,lem: OJ: the 
early years of the Hestoratioll I-las tila t 01 Cal-tain lien r y Coo Ke, 
u"poillteCi master ot the cnildren at tue Chal'e l Royal , 1~11O seoureu 
t::nc;la n c. J:or suitaolc DOY e nori sters , anc. t hen tr a inee. theJd. hI.lOng 
the first DOYS he chose \Vcre Pelnam HUlilirey , jODn Blow , iJienael 
\, ise, ano \l illialLi 'l'urner . .t~ caul/ Ie ot years De:r:o re Cooke ' s ueatn 
in 1672, the young Henry Purcell Joinea the Choir. CooKe was 
succeeoeu by Hum "rey anCi 1:11Oli i n turn, a nu oo tn at t hes e tau gi-.t 
l' ureell. 'l'he King encoura g ed HU l trey's l-'recoci ty, sentling ni ,I 
Boroau tor stuuy a t the a se or scveneeen . 
Ilorks i s a rema rk ably auster e sett in g 0 
1\[[10119 h is surviving 
Donn e ' s "hyMn to God 
tne Father" . This son ~ ( Lumrrey , 1947) ~ r ov i ues a s i sn i r ican t 
link bet\Veen composers such as Lanier anCi Hen ry La\Ves on the 
one hanu , anti ctenry Purcell on the oto r. Th e cneice ot t e ~t 
is itself rema rkaole, not only tor its sOI.,ore quality, but tor 
its be i n'.:! ti1 e Vlor}.; ot a blOet r rOJ;, an earlier asre Vlhose ,Iork 
is noeoriously ii t icult to set . Yet , as the Vloro "nymn" iQ~lie s , 
the poellt i (; r' a r oet te r sui teu to [,lU s i c a l se t tin s tha n ili OSt ot 
!Jonne's wori( . It varies image s \V~thin a rel-etitive i rar"eVlo ri" 
ana i ts lang u g e ib not opa~ue or startling e~ce~e to r it s blun 
on the ~oet's nalJe . Hu , frey p rooably knew the set ting ot t he 
same l!oe11 0y John ~ilton (~~inK , 1976, ~~) whien i s ar mo re 
lyrica l i n character , presenting a tar olanoer inter~retation 
or th e t ext . horeover , Hilton' s setting is stro phic , so that 
the hope hela out in tne rinal stanza 01 te~t is not aiii e reneiateu 
tro[,\ the fea rful contrition 0:': tile iir!;t b iO titanzab 01" allY thin'.:! 
other than ene pe r iO r hle r!;' el:iJression. Bumirey' s s ett in.; i s 
tJ.1rouCjh-coillposeu , ottering a Illucil finer anu mo re sbJecitic inter-
"retation . 
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'The et r ectiveness or this s e ttin" i.Jy llumtrey aepenos to a lars e 
e xtent u~on h is close siImulation or s~eech rhyth ms , u~on the 
close correlution lletl'ieen I,lusicai ijn ra s in g ana synta , ano upon 
the ve r y narrow te ss itur& or each phrase ana tne corres~onoins 
lac~ o~ large interval s Detore th e clima ctic stan~a . Donne uses 
only two r nyI.\es i n the text , incluuin~ his pun . 'l'i'Jese are insistencly 
estaLli :;heo i n the r irst s tan a , so ti"l a t the rUIl-O J; lines i n 
the iollo\,Jing stanzas , enuing on tIle \>Jo ro.s "won", "shunll , "SpUll lI 
ana I'~un", can be run - on iii the IJusical ~hrasins without arlY 
Dallger that t he rhyme- sct!eliw will ue lost to the listener . HUrllI: rey 
i s spa rin ,; i n i s o e coration , so t hat tne t e o t i s oeclaihleu 
very clearly . The figure on tne wo r u " tor " in tne final iine 
ot the irst tl'lO stanzas is psy cn olog1c1ll1y a",t , s i l,'vl y susjJenuing 
the emphasis on the rinal ph rase of e a ch stanza . The setting 
at tn e la st stanza is s1-'lenoiu , ,lib1 its movement ~ro •. t e tonic 
F linor into the relative r.la]O r, A flat , at the ph r ase '''thy 
Sun/ bhall sh ine as ne sh ines now" . ~h i s is heralaeG 0y the 
uramatic octave ClrO)? to tile phrase " ••• but Sl'lear by thy selt .•. ", 
all the mo re startl i ng tor tile narrowness 0:.: the te su it u r a up 
to that po int. The return to F minor ror the ~ i nal cadence is 
a lovely hOInecoluing , ", r ese rvin'd the penitential. cnaracter or 
the whole . The ehl~haBes marke o in the score ror the penult i mate 
line 01: the te xt a re unnecessary siuce tlle a r ama 0:.: tile line 
is wri tten into the mu s ic with i ts leav up or a sixth to " one", 
ano tlle n Clown a sevent n to "that". In sensitive pe rtorul~nce 
the l i ne l'Iill emphasise itselr wi thout rueloural.la . 
. uli:tre , ' s poise in tili us e ot stilo recitativo i s pa rticular ly 
Significant, for he is raitnrul to the cnaracter oi the verse , 
yet i nte r h're ts it wit!', 11 r ine sense OJ: u ramat ic: intens i ty . It 
is this oralolat i c intensity , buttresuec: by a clear sense or natural 
sj,'eech r nytn., t tlat looks ionlarc. to tile ach i evelolent Or benry 
Pu rcel.l. Purceil , as we shall see , never USCG a verse text hal.r 
as ri nG , howev e r. 
1% 
The neeL to c ul tivat e a strons ac clama t c r y line ya s i loportant 
t o a COl,lj,.oser or church l"mHC in an t:nslanu that reiaai neu stauncnly 
i:'rote s ta lll: (jest-it a the ccurt, anc tnat l • .aintaineu a Prote s t a nt 
concern :tor the Wo r e: . 'l'h is neeo was r eini orceo by a purely r.-ractical 
cons i ae ration: the uesperate l aCK 01' clloriste rs. It vias necessary 
co have the maJo r bur6en o t the singing borne by the nanotul 
ot coml?etent singer s . 'l'he verse anthehi T.·las (1 resource extensive ly 
used by tne co mpose rs assoc iaceo wien the Chapel Hoy al, and 
ie li nks baCK to tl1e great t;i xteellt h Century tr a o i tio n tnroush 
Ur l a ndo Gibbons's son, Christopher , one or the Ctla pe l Royal 
or ganist s ana a t ea cher ot olavi \lho , i n t ur li , taught l:' urcel l. but 
this concern with lan guage was not sn a re o by the court , nor 
oy the theatre whicb lia s r e - est a ol islleu unuer court pa trona se . 
Char les I I br ough t lla ci{ t rom France a taste tor s0=ctacl e accoll1I.anie l.. 
~y music 1 g r anailoquence . Occa s ional l.tu s ic was ueiii naea by 
tne court eo c e l ebrate weaaings, birthaays, journeys , homecomi n<,;s 
anG cmn~aigns~ an0 tile te~t s to wh ich this TI lu s ic wa s s e t we re 
inv a ri ab l y wretcheci s ycophandc doggerel. i'urcell bec;an luiting 
such oaes i n 11 i s ve r y early t wenti es ana co ntin ue a t or th e r est 
ot his lire. It cannoe have cultivatea a r.larkeu s ens itivi ty 
co ~oe tri co n &Ve we lcomeu tne Ki ne; ar ter a st renuous Jou rn ey 
a Ol,n river irma f·i inaso r to \·; escminster with a e t tins Ot 
Your in ' luous a0proach our tJens ive hope recalls, 
1III il e Joyiul soun ds reao uble I rOIa the walls, 
-s when Apollo with his sa crea lyre 
Uio i n the 'l'heLlan stones i); ha r mony i1l s],.,ir e ••• 
(Quoted by Weserup , l SbU , 37) 
1<osamuna HcGuinness 110/71) has traced the story 0:;: these occa siona l 
oaes i ro~ l6 6U to l H~0 when ho~e rt Soutne y t i nally h a a the ~oet 
La ureae e relieve a or the obl i c;a tion to proviae tl1e te xts . The 
ci ttitu aes they h e l pea t o €Ilgena e r towarus son g t c ~ t s is mad e 
very clear by a 1731 GrUb Street a ecack 011 Colley Cibber: 
.•• whe n a sorl~ is goou sense, it lJUst be .laue no nsense 
betor e it is TiiClue husicK ; so ,,,nen u son~ i s nonsense , 
e he r a 's no other way but by Singing it to make it 
see~ tole r able sense (McGuinness, 1 ~71, 04) . 
l~7 
Jona t han ~w i f t's savage "0 ir ect i ollS for a Bir th- day Song " dat i ng 
i r aQ 17~~ maKes a s i milar ~o int at gr eate r leng t l; (Hw i t t, 1958, 
,,~ Y - 6,, ) Pu r cel l 's occas i onal l.lusic , it must be sa i a , includes 
SOule 01: l1ib very finest, l i ke " Corae ye sons or a r t" , a 10 ~4 
L, i r t huay oue i or ~ u een [la r y , anu SOlae 01' t he St Cec i l i a !Jay 
Uces . \ihat conce r ns us he r e is tne i nu i ffe r ence to ~oe ti c q ual i ty 
they IftUst nave breu . 
The theat r e c r eateu by th i s court was character i seu by s~ectacle 
all~ cynicisI~ . PlaYB anu operas we re 8t&se~ wi th lavish I~echanical 
ingenui ty beto r e an ar is t ocr at i c auuience Hmy oi ~Iilose r.leh,ue r s 
conuuctec their u r awlin y or bawling or Dawuing wh i le the ~l y 
was in prog r ess . The att i tuue at s uch an auaience to language 
is well i llustrateo , as lla r oyce [l l Col l has a r gueu (l~Gl , l7 1 i~) , 
in the . any aoaptations or ShaKes~ea r e th a t we r e stagea to r 
i ts er.te r tairlli.ent . Nahulil 'r a t e , \<Ina t-,roviaeo Purcell wi t n t ile 
l i b r etto for Dido and Aeneas an6 the te,;t s tor many or iJ i s songs 
SuI, r:it to al,lenU King Lear oy pair i ng o r' ~ Coruel i a anu i:;usar 
at the enu unuer the beaming patronage or Lear h i mse l t . The 
Tempest emu A Hidsununernight's Dream vle r e turneu i nt o l'ur c e ll i an 
o~e r as with grotes~ue c i stort i ons ot both plot anu text. Macbeth 
was aua~teu into an opera b y ~ i r li ill i am 0avenallt wi tn some 
ama~ing rewriting OL t ne te::t; ~icoll quote s (1~6 1, 17 6), 
She sllou l a have ai l a hereaf ter , 
1 brought her here , to sc c: r"y v i ctimes , not to cde . 
'1' 0 r.10rrO\·I , to lIlor r o\! anu to r.lorrow , 
Cree us i n a stea l ing ~ace I r aa day to oay , 
To the last mi nute or r ecorue~ t i me; 
nne... all our yes1:ercwjG bave lighteL iools 
'1'0 thelr r.;tern 1 hOl'ies .•. 
t'.t l east as signl.i i cant \'/ as tne ne gl ect 01: th e ra"antic comeuies; 
fo r «estoration cOlileuy was sa l a cious anu cynical , i ts tilste 
waG tor wna t Sha~eb~eare hae... de~loreu sixty years earl i er : 
tolly , aoctor-like cont r oll i ng sk i ll , 
And s i mr:ole t r uth miscalleu si ntJ?l i city , 
Arlti capt i ve ooe... attenuing captain ill . 
(!jon 66 , 1 U- L~) 
I t was an age iicoll eval uates perha~s oversenerously (177) : 
able 6ilJly t o a~preciate the g r ea t work 0 the 
j-ast , (Jut tille witn an overweening sense 0 - itb 
OVil> iJ, 'j,-or tance anc, ot ienueo at any attel;,,;;t to incul ca t e 
in ~ reasorla~ie way honour or v irt u e : an a se tnat 
Has inheriteD great anc.. no;.;le things , yet oebil i tate 
anD wea~ , nursing tn e oegener~te oescenoant~ OL d 
~owe r tul race , glo ri ous sometimes in its cecay , but 
Sraceless , i aebona i r , corrupt i~ a iry an~ s~lenc..iu . 
lSiu 
'!'he follies 01: the age aetermineo , to a large eX1:ent , the attituues 
t aken to language by one 0': its t,lreatest gen iuses , lenry curcell . [" 
g reat ~e a l has Deen written about Pu r cell's han~lillg o£ toe 
l::nglish langu2ge, almost ,,11 ot i t l:ulsora e; an" it i <5 certa i r,ly 
not Illy intention to aeny tiwt Purcell \va s sell -itive to t he rllytn" ,s 
01 J;;ng.l i s }: , t ha t: he \Vas iascinc::teL. by lan s uase , a n t... tnat le 
nao an e~traor~illary talent ior ':ino i n9 a musical i,.8ge ry a~t 
to tile te xt he was settins . i,everti1eless , I-Ie leeu to lOO K careJ:ul l y 
at t he oetails 0 1 his h ali(.tl J.n g 01: t ex l: , at 'Ii/hat sor'C. 01. 1: ei: l:S 
he c hose or a cce ~te o , Dn~ ~ ure ~ a rticuldrli a t til E attituaes 
to voe try tllat are ihlc;liea by nis settinJs . 
'I' !i e ran ge i.o. Q variety or: his VOCell l.lusic is J. ... nenoillen a l: tne 
oawdy catches ; t he s r an u cOln e~y oi the irozen awakenin~ "~hac 
power art thou wrio I r o~ b lOW" i n King Arthur ; th e r oiste ri ng 
sa il or's song 1 ft Dido and Aeneas ; the class1cal r,;a tilos OJ: 0 ioo I s 
l ament; the C'.rcunatic; recitative , lI'l'h e blesse u Vir g i n 1 G C;xl-'ostula-
cion "; tile lJanache at toe s r e a t orass- CiCCol.l,anieu choruses like 
"Hail, Lrighc Cecilia"; tlle sulewlity OJ: tHe (j Lte en hary uneral 
music; the ral,ture OI the Te Deurn ano Jubilate in D; the quietneb3 
ot til e "enitential antheEl s liKe "'l'ilou knoiv'es t , Loru, the sec r ets 
of our hearts ". Of all OJ: the se mOQelS all .... a .J.l 0': these r e s ources 
Pu rcell viaS al.>solute h,aster with a r avi sl1 ing ~iJ::t 1:0r h,elooy . i. i s 
wore - painting techniques are oaz21in9 i n th e ir ingen uity au 
I/ell as i n their a ~tnes~: ill the verse anthew "MY Beluve~ s~aKe" , 
ror eXCl r_'ple , or in that wonc.e r iul irozen a"ai<enin~ from centuri e s 
01: slee., i n King Arthur. Uut these techniques , whicn llave rece i veD 
so riluch attent ion Ir01:, cr i tics , neeu to be e valuateo by the 
textual environr,lents ill which they at-' i?ear. I n the last nu .,-,ree, 
years much tine a n a passionate scnolarsilijy n a s b e en d eV01:eo 
to estabiishinS Purcell l :.:; i--re-eirdllence i n r:;nSlis 1 Tl~ u s ic. Le nnis 
hrun dell, ~ir Jack We strup, F B Zi rn erlaan ana Ian ~pink are 
amon g the scnolar.s wh o Hove ':liven u s some sj;Jlenc:.:iu analysis 
of Purcell's s t yle in vocal llIusic. Uur concern here is si l.LIoly 
1:0 re-examine :Purcell's response to the t;nc;lisn lan guase. i,runoell 
~rovioe s an e Kcellent startins point; he locates Purcell's ull ique 
ach i evelllent as u composer t or voice in hi s a u~lity 
••• to brioge the gap between a l~ltins tune for rnyme a 
lin e s ana a raore oOWl1-to-eartn p rogression OL notes 
r or aialogue .•. The Dlelooic sha p e con r or ru s closely 
to a natural " ay OJ: spe a i<ing t h e vl or s .•• 'l'h e [;reaks 
o r e.Lotion ana the aralLlatic pa use s are as tilea1:rically 
re a listic as they woul o b e when perfOrlJe a by urine 
actor or actress. (l 0l 5S1, 3:03) 
I propose to ignore chronology ana to begin rather at tne lighter 
enu OJ: tfle si!ectrulu Dy referrins t o Purcell' s trec.tment OJ: te x t 
in two 01 his catches be£ore carrying tne a na lysis through solo 
secular song to that ~ivot al f iece 0:;: or l>l atic r e citative '''i 'rIC 
les s ea Virgin's E K~ostulation", on to a consioeration oi two 
ot tl1e better knovm ve rse anth ems, a n u J:inally to Dido and Aeneas: 
opera, Wllere, in a sens e, all h is talents log ically leaa . 
Sucn a p rosres s ion is compaci ule with t n e s ort 0 : c l ronolo gical 
a na lysis unoerta ken by Ian Spink (l~74), WilO believes t llCit Purcell's 
J"", turity as a son ," IHiter was ac h ieve<.- in the theatre. I n tile 
course OJ: our ehamina t ion it is im~ortan~ to be a r in mine t wo 
technical feints maGe oy S",inK. In tile ·irst place , he oemonstr a te s 
that the process 0 develop ing til e a ir into a larger a na mor e 
l.JoVler r: ully ex~ressive .ll ea iuhl than it n aCi h-reviou s l1/ Leen wa s 
ini tiate u in th e purely musical clevelop!.I e nt o f more e:'p ressive 
a na raore variec s rounu basses; SpinK citeu ( p ~210-LL(J) the beauti f ul 
setting or Kat ilerine Phili ps's poem "0 Solituue, my sweetest 
cncice" which Purcell composeu aoout 16,,-;, wh ell he Vias t weEty-ei gllt. 
~econaly, ~pinK maintains t ha~ tne influence of verse ana uance 
torros Li l(linisheG a s Purceli soug h t tIe l!leallS lito breaK throu gn 
.LUU 
t he fo n a<ll ant; ehloti onal re st rictivene s s or: [their) sra" I.l. - scale 
bYh-,hle tries" (<:<:1). 'i'h is is a ve ry ir"forl: · nt theoreo:tical point 
i n t: he tl i s tor}' 01 song - v;riti n'3 , :co r II smal.i-.sc~le symrilet ries ll 
a r e , in tact , t h e oasis 01: t he r ela tions h i j,; Det\~eerj oIusic allU 
l y ric J!oetry . III k-.rClctice , Ilher e lLrc,e - SC<1le v e rs e; !ur;as nave 
De en set to music , the y ~ dve been l:otally s U00r o inate~ to the 
a e ,la nas oi r;,usic I a rchitecture , il S in bilnael's settin.,; Ot li lto n ' s 
"L ' Allegro" an~ "II Pe nse ros o l'. 
Ie t he Hesto r a tio n , t heo: catch was a well - aevel opea n u s ic a l gen re 
( s e e i art , 19:'3) , anu r,-, uch i n aeh, a nU in tne t ave r ns Iiner e tne 
sen tr y aI,lusec.. tneIl-,selve s i ii s i ng in g . 'l'h e t e r w "catcD" , i t is 
conJec ture , is ee rive a f rom th e Hay in 'vlnich o iI' ·crent voices 
i n the canon catch u iJ on e c: c li o t he r , )uJ.:taposi ns \Voras an ~ i,-hrases 
l:hat the linear te xt se]!a r ates , tnus crea cinc, a cuitionnl mea tinc;s . A 
sam~le of Seventeenth cent ury catches incluui ny ei gll t by ~~rcell 
can b e hearD o n a recor d ing calleD "CaKes anu Ale " Milce by the 
i'r o Can tion e a ntiqu a , c irec t ec.. by ,arK h rol-in ( bAi::>F 1:l .C 3Ubl , 
197 S) . In "'fo rn t be ta :,:lor" th e l:e },. t is haroly suutle , but the 
tnree voi ce s catch one a no tCl e r t o JU f~ taLJo s e "~ul.l ' u OUt II, "nine 
inChe s " anc "too sh or~" in oirect secuence . 
'forn ma King a Mantua ior a l ass a i pleasure , 
~ull'u out , ~ull' ~ out hi s long an~ lawI'ul IJe a su r e . 
a ut quickly fUUllu tho' woun uly streis- t lac'a b ir 
nine incbes wo ulu not Hurrounu her waist bir o 
~Llree incnes more at lengtll bris k Toro aovances , 
yet all too stlvrt to r ea ch ner sw i ns i nc:; hancheB . 
S Olr. eHhat wittier is Purcell's tr ea trLl e nt OJ: a I a neco ote a00ut 
bir Vialter Italec;il tllat was c or,mo nJ:'l ace enou gn ·or thal: ::;eventeenth 
Ce ntury g ossip colu~nist , ~o hn aUDrey , to tell i n his Brie f 
Lives (/-\uJ:.. re y , 1 !:17 :< , "I t ) . Pu rc e ll' s teXl: i s aga i n i n tnr e e 
cou p lets whicn he sets with g r ea t care i o r t he s ~e ech rhythms , 
p-Ir s i n" the te ,:t l ine by lin e . 'l'ne I •• usical r hy tlll ,; OJ: t h e s e COIl e 
l i ne is pa rticularly a~t t o t he t eJ.:t . Ana tbe tina l cou p let , 
w~en lt is r ea cheu lJ1' th e f irst voice , be c OI:l e s a sort OJ: " round 
against \Vnicil the re Sl: ot th e te~t is sun g . Sli gh t as i t is, 
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this catch demonstrates very clearly Purcell's concern with 
the meaning of his text and with its rhythms. A skilful performance 
will use a gentle accelerando to arrive at the climax. 
- ~ y 
,. 
t r I-:t:==:d-· -[~~ 
• ( 
While these catches provide ample illustrations ot Purcell's 
concern for the semantics of his text, they suggest also an 
indifference to poetic quality. Some ot the commentators gloss 
over this point and a few concede it, but the implications for 
the nature and history of the relationship between music and 
poetry are very rarely pursued. Michael Tippett, as we have 
seen (supra, 15), assumes both as critic and as composer the 
primacy of music over text as a matter of course. 
When we hear a good song we are rarely if ever disturbed 
by the c;uite possiol e t<lct t at: the i'oet r y is pocr . (1~7U , 
4(2) 
f'.sa i nst this con t iaent stater,lent I \<louIe a r gue that VIE! snoule 
Ilot ce so in~it ierent to the text , but I al~ forceu t o acce~t: 
it a s a statement alJout ,l usical ana ae~thel:ic tasnion; allu tne 
r ot set in allout P u rc el l' " tilile . l;ritins sj,Jccir ic alli' uD OUt 
~u rc ell , ~ippett ~raises h i s care Lo r t:he sha~e an a mean ing 
only ot inaivi Qual Hor os an<.i j,)hrases . Pe ter pear s , vihose sensit:iv ity 
anc. intell i gence as a perrorme r are i:.Jackeu by consi oe raDle I e n~in<j , 
nas saia 01: one o t pu rcell ' s ["ost i'r or" i nent collaDorators , 
l·' ahui.l 'f a t e kne\,' wua t ne Wus a out , anu be s ave Purcell 
verse s ot a ne ut r a l , b'a ssiv Q ~u u lity wh i cn \<I e re rair 
<;ahl e tor a r eal com1)0"e r . (l~5~ , 3 ) 
~ ears bases his comI~ent on il~.ilar fremises to t llO~ G or T i ~petc . 
JJennis Ar unaell (supra l ~~) r e f ers to Pu r cell' s utJi li t:y to s iI.lulate 
t:ilC interl!retation or a rine act or, wuich glosses over trle o i st: i nc-
tiOll between lyric poetry a n~ ~ r a a ti c . Franklin ~ ~ i nl l'l er m ~n 
lIa s claimea that Purcell's a nenoments or son~ te~ts orten "menaee 
uns.i;illl:ul poe t r y " (l~b7, :l~); it that: He r e so , n e le ·t D. s reat 
ceal unmen u ed . but Zimmer ma n goes on to ag r ee with T i i:'l!ett , 
rear:; , ArUI! e ll anu :';i-1n O; tnat the l.1 usical o esiSin in Pt::rcell 
is f'ara .. ount; at the sa Ie t i ldE! Zi hllue r man auos an e:;t: r a oroinary 
analyt ical CO"llnen t wllicil articula tes a wiues~ r e a t. a tt:i t u e e aiJout 
the roots 0 ,,,usical e:'jJress i on (10;67 , -/ U). 
~yllt:nesiL;i ns tne ... oetie not i on wi th inteyratee i llustrat:ive 
t h er,le,; , [J!u rc elll La s i onee l.1 usicul l:isure s to o ueei:' 
J:or wo r as , even \vhen l:nE? raus 1cal [ilot ive s invol vea 
were 10s0genic. 
Unce more it is aptJa r e n t: that [.]Usic i s seen t o OCCLiJ?Y t he vionysian 
e nt. o £ tI e s~ect: r u1 1 , l it e r a tur e the Kj,)ollun i an . Th e a ge th a t 
saI'l tbe tounoing or: t he Koy al Soc i ety , wrlOse early melilbers incluucu 
Joilrl Loc~e , John nU Dr ey , 00nn lJ r yuen ano b ir cllristopher i. rell 
(see f\ shi.Jy , 1~5q , 1:',,) , li oul a have concurreu . 'I'he oeeJ!e r si s niLicance 
a t J:'ear s l . remarK aiJOllt l-.! anUfL1 'i'ate is tnat hi s te~~ts , liKe otbers 
usee by Pu rc e l l, SUi_port the vic\v e::presseo by ~ i r , l ill err, . dn in 
t llat they uel i neate very r ou~n ly tne a re 
its e~~lorati on enti rel y to the compose r . 
ot eMotion an d le ave 
2(J3 
'lYt.ical in tn i s res!'-e ct i,; a te t at Hll i c n Pu rc ell I"aue tnree 
u i t~e r ent settings in the last tnre e yea rs or his lii e . Colonel 
l eveni~nalllf sill:.:: mULic LJe tne :eOOtA ot l.ove II . 
I f mu,;ic lle tile tOOQ oi love . 
~ing on till I a.l till ' u ,iith joy; 
Fo r then my l i st' ning soul you h1tJVe 
To pleasures that can never CLOY . 
Your ey es , your mi en , your torl~u e declare 
~hat you are mus ic ev ' rYHi e re . 
Plea sures invaue both eye aOL ear. 
So fierce the tr allb~orts are , they woun~ . 
Ann aJ.l my senses iea steu are , 
Tho' yet the treKt is only souno . 
Sure I wust perish by your charms . 
Un l ess you s a ve me in your arms . 
It is L~o intl e s s ouj ectin<j to t ' le Colonel ' s taJ:in, his i llsi:-iraLion 
rOJ.! a tar.lO US l i ne ot ~ hal;esh>eare , ti'lOu<,jb it is un~or:tunatE! 
that t ile r i ch a ssociations o r Or sino ' s s~eeeh slloul a r eceive 
suell leauen echoe as tli Oj are " iven lle r e . 'i:nouljfl tne ly r ic 
is aiiterent irOI,) th e trag ent ot Twel f th Night, it J.5 c:iJ.ttieult 
to Juug it inaet'€noentl y , J:or t nere is a c;i t terence OJ: serlousne5S 
ue twee n t hew; th e lyric takes at ace value t he a ttituucs t na t 
'l'welfth Night suu!.lits to critical. e:.;araination . c;vetl in tn e riela 
of conventional loving i hl~o rtunity the 5u~eriority oi, say • 
.welt janson J s l y rics ir~tru es on one I s consciol!sne::.s . but:. the 
lyric suits Purcell's t,urJ?oses . Dating rrOl .. 16;j~ , 160;3 ana 16,,5. 
tile t"ree versions ar e all I,)aturc wo rKS , so tnat it iil l'articularly 
illur" i nat i ng to see the c.ii:cerences Detlleen tlie first versiOll 
(Purce l l. 194 ~) ana the tliiru (JOurcell , 1 9 47 b) . II; the tl r 5t: 
version urcell tak e s a lyrical adJroaci1 , tnoush one ii , wilich 
ilC re peat L W0r~c ana ptlrases ab th ey tUK e his tallcy . ~tt e ctiv~ly 
to e sonS is stropnic , altho~Sl ~urcell score s it ri gl1t tilrOU~h 
so as to a c.:CCrtlr.lOLucC Bll1u.ll u i:tierences i n tht: r ny ch 'Ll OL tu e 
t~IO stanzas as vlell as j,Ja r t icular 1'oints 0;: laLl"iCa l e iuf.tlas i s 
or lilu tratioJl OJ: a wore. or ..,llrase . 'l'hus tile ins i stent retJet J. tion 
or "sing on" i s pa rall e lec. oy "so ~ierce" , altnou,:; tl ttle o",enillS 
..,l1 rase s 0 the stanzas uiLter Sll91tly i n oruer to alloll ror 
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the upbeat on the unaccente6 fi r st syllable of the first stallza , 
in contrast to the accented first syllabl e of the secona stanza . The 
laelisma on the ,'lore "I:ransr:;orts" seems a typical piece of Purcellian 
oeco r ation , yet its melody is i6entical to that for " r am fill ' d " 
irl the first scaIlZu . The treatment of the iiith and sixth lirles 
oi the r i r st stanza is paralleleCi for the co r respond ing l i nes 
o{ the second ; but the risins twe- note sequence for the l ine 
Your eyes, your mien , your tongue declare 
iollo\Je6 by the inevitaule @elisrn& on II IR usic l' does not have 
~he same rightness appliee to the lines of the secone stanza. On 
the other hanu , PLrcell ' s sense of tile force oi an image is 
~urell risht , for the f i fth ana sixth lines of the first stanza 
lltj.ve a liveliness that: the re:;t of the bJoeHl lc.cKs - or is this 
a post f a cto reactien to Purcell ' s lovely wr i ting? 
" ---
~ 
-<-
" nev . er_c loy. Your eyes, rou r mien, de.clare --your tongue that you u, rnu . 
" 
, I I 
-l;=, ---'-
-
" 
o ~ #$ .: .. .. _+ - ~ IW r . .... 
i . 
: 
y L-Joo .... 
" 
~ , 
OJ ~ ~ Q . 
0 aic_ t V _ 'ry _ where . Your eye!!, your mien. your tongue de..clare that 
n • 
" 
..- r r ~ :: i = q. I~" q ... + + ... 
""It ""It" .. rye ,. 
The son~ is CilarIJins, a I:d its s~ality de~ends , in a curious 
\..;ay , ufon the neutral i ty , the inoifensiveness or the verse . 
~~ e seconG version is very SilJilar ill fil&nner to t~le first , tut 
Purcell was apparentl y not satisiieb, for in the last yea r ot 
lJis lil:2 he rllac.e a tnirL settins , to"t&'.lly c.itfere Lt in churilcter . he 
abandoned all pretence that the text o t ters enoush parallels 
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for a strophic setting, and lavished all his dramatic flair 
on the imagery, ignoring the poetic form entirely, and turning 
the song into a grand aria. The very insipidity of the text 
defeated him however. The song makes some splendid gestures, 
but it fails to work as a whole, largely because the text, whose 
lyric qualities Purcell had found wanting, lacks also the dramatic 
potential of, say, Tate's "The Blessed Virgin's Expostulation" 
o r Dryden's "1 attempt from love's sickness to fly·, both of 
which imply a richer context of situation. Perhaps the most 
obvious indication of Purcell's loss of respect for the power 
of his text occurs in the te nt h line, 
Tho' yet t he treat is only sound. 
In the first version it is set withou t repetition of any sort, 
and the contrast between the beloved's voice and her arms is 
lef t largely to language. In t he third ve rsion, Purcell re peats 
the line and then echoes the final word a further six times. 
.• I 
hut II 011 . L,. I Dlln4 , 10111>4. , ou lld , 101l0!!. ' o lll:ld, 
j ~aP r'i UI 
O-$, 
11 10 1lnll . 
... :J .. • . •• :::g 
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Though the song is a tour de force for the singer, its effect 
upon a listener attentive to the text is pure bathos. 
Clearly Purcell's re sponse to language is founded on a n ice 
sense of the rhythmical shape of a phrase, and clearly he enjoyed 
Simple co nc rete imagery, and hints of powerful emotion, but 
one 9ains no sen be from his work that he valued poetry for itself. 
11i5 sense ot the c..raL111t ic was i nforme o Ly a b-'sy c~ ologic u l unl.er-
stanLing that coula De very subtle at ti~,es, but tna t 6iL not 
generate itselt :':rOI,1 sU Dtl e linguistic e Xj,;res s iun; conseyue n1:ly 
1t ex p ressea itsel f largely in m u~ical 1: e rl~ s. Me wuulc have 
bee n inc~~a~le or as sel~- e t t acins a SOllY settifi S as d uro :r ey's 
"H y Mn to Go G the Fattier". Like Schuue rt h e cou la wake a iine 
so ng out at trivial ~oet ry. But he woulu use ~oetic far M very 
~recise ly WIlell it suiteu hi s nlusica l pur~oseti. 
Anot her son g Ga tin s rO I.1 Ib~S is the boisterous Il rlan i b o r 
the l'iOman mace" (Purcell, 1961), written tor 'l'hOl:!as Scott' s 
vl ay The Mock Marriage, but us in0 a l y ric by ~eter h otteux. The 
ly ric is a lit1:le r ounuelay with a 1:rite rei rain enclosing four 
terse s i rdiles in eaCil 01 tn e tirs t \:vo stan~a s a nu :tour terse 
contrasts in tile tnir a . It i s cnauvinistic an", lacKs bOttl grace 
an ~ wic in itsel~. 
Lan is f or the \,)Ohian maGe, 
l\nd tl1e wowan mou.e for 1;;ci.11 . 
As the s ~ur is to the jaue , 
As t:he scabDara to t:lle bIaGe , 
As for a i gging is the spa~e , 
l,s to r liquor is the can, 
So IIlan i s :tor th e vlOhtun ICtaue, 
i\ n o the WOl-li an ma.Ge tor r.lau . 
As the sce~tre to be sviay e , 
As ior night's tIle s e ren ue , 
AS for ~uuo iny is t h e pan , 
An~ to cool us is t h e t a n, 
So IDall is tor the WOi~an ffiaGe, 
Ant.: the \vOTltan ntQce :a::cr ma n. 
be Bile wiuow wif e or filaia, 
Be 8ile w~ntoll , be sn e staiu, 
Be she well or 111 a rray eu, 
\Jhore bavlo or har ri oan , 
So mall is! or th e \r' om an milue 
Ana the wrnaan IGa~e £or man . 
l'u rcell a r aJ,l a tises the cockiness 01' the sone,; male selt - assertion 
uelllanus til <l t t he o",en itllj \v UH .. be uttereu traee I:imes on c\ilJ!hati c 
h: ini Iols be:':ore the mel ol,y runs into tlle ope ning pn rase, perIectly 
con:r,leI;[e n I:eu uy tile secane. l i ne o r the r errain resolvin g uown 
rrom the uOlJ i nant to tne tonic. The four li nes ot t h e v e rs e 
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ar e t hen g iven a r epeating , drone - like ph r ase which c r ies out 
for resolu t ion by the r efrain, and s o on thr ough the t hree stanzas. 
~ . (Vivace) 
~ 
-Man, man, mOD i, for the wo • man 
" . I 
~ f ~ ../ 1'1" 
I , 
A • 
-
'-../ • .. .. 
m:ld e. an,1 Ihe w<> m.n made f., man; .. 'h, spur i, f., Ih, 
" . ~ 
~ L-J.-.-' 
-
..,. ~-:: 
~ ,; 
" . 
, ~ . '
sc:b . b:lrd ror --Yt: 
-" . .. ' tB- ging I~ jade, 
" 
tho.:: tllado.::, .5 for i, 
r" rlt"' I~_tl (II"' I'"'_tt 
.. .. 
~ . I 
" 
~. 8$'10; t.quor is tte -., . --.. spade. "n. S. man, man, m,. b 
r" (It"' I"'-tt F-II"' !f ~ ../' 
.,; .,; • d ., 
Purcell pr eserves the form of the r oundelay perfec t ly; his repeti -
tion , which would be absurd i n a spoken t ext , is a splendid 
dramatisation. Provided the singer's diction is clear , the song 
virtual l y sings itse l f , but Pu rce l l has left the nuances t o 
the performer s ; the absurd contrasts , for example . 
As fo r night ' s the serenade , 
As for pudding i s the pan , 
And t o cool us is the fan ••• 
III tut a lly uiti e rent lUOOu , " l"a ire st I s le " (b a rel'l oo u & Dunci.in , 
19 7 3, 44) aftoras ano the r eJ:aupl e 0:.: a strol-'n ic sons tha t taKes 
its torn, 1: r OI<l it s t ei-t anu yet: tnat tran c rorJ.,i5 ],-euestrian jJoetry. It 
i s n ot that Purcell's exquisi te ~eloay evokes a lov e or place 
"too dee l:- ror wcr us " (supr a , ;.00;.0), l:Jut tn a t t he s on s ' s eI,lot ion 
uerives tram beyonu Dryuen's uno i st i ng uishe u line s (1 95 8 , ':;7 7) . 
Fa ire s t I s le , all i sles excelling , 
bea t or pl ea su r es , ane at loves: 
Venus here , will c h use her dwel ling , 
nu torsal,e ner CY lJri ali "roves . 
Cup iu, frOId his fav ' rite nat:ion , 
Care anu t:nvy \Iill rehlOve; 
Jealo us ie , that poysons Passion, 
Am .. Despa ir tha t oies xor Lov e . 
Gentl e muruurs , sweet corn.l ain i ng , 
Sighs tnat olovl th e Fire at Lov e ; 
So ' t repulses , kind a isoa ining , 
Shall be all the pa ins you p rove . 
Every slla i n shall pay his du t y , 
Gra tet ul every nyml:-h snaIl p r av e ; 
An6 as tlese e xcel in bea uty, 
Those snaIl be r enown 'u tor Love . 
In i t s ofJeratic contex t in Ki ng Ar t h ur the ve r y Si l:ljJlicity ot 
the s on g i s runction a l. br- in k !? oints out (l ~ 7{i , ;.o;.o::;-22D) how 
}!urcell' s c ral,tatic i nsc incts can transi orm even sta~e uirectio!l!::i 
illt:o tnrilli n<; [i. u s i e , 10 0 ttlat: th e I:Jlustering, l.J uttetin" :cou r 
,; ~nas a re suiJuueo at: Heolus' COW,lal! , "Ye bius t'ri ng Ure t:h r en " , 
a:,.:te r whicu, i n c alm "L1.n Is l anLt a ri ses " r: [0 11 the sea , anc.. a1:te r 
s o me JO Y ul fe asa nt oa nces, Venus sings tn~ song i n ~e rr e ct 
serenity . '!'nat: Se r enity i s co nt riv eo i n <;. sent l e 3 / :" , ma tch ing 
0 ry uen ' s r egu lar tro cha ic r hy t hm , with v a riecy maint a i neu by 
tne ti l.ino,; v; itl'l i n tn e ba rs . L ... t l'urcel l' s ca r e tor sl'e ecl1 r!ly tll);!S 
sho ul a not De e~agger ateo : here h is musical pur~ose over - rul es 
the s>,eecn r ytl1li;S OJ: h i s o p enin g a r, I"he r e ViC sn oul u e}.l'Bc c 
l .. inii.1 to p r ecece crotch e t. 'i'h e eight-line st r ophe with t he mel o(.,ic 
st.ructure , HhG, so uucn UbeG: u}' L.:aJlIpi oll , co nte r s an e Af.;Clns i veness 
on tb e text's bu ll aa st ructur e . III tili s c OIl t: e}.t Purcell cr ea tes 
al alilu i ence rath~r t ilali il uetuile u el,lpflasis uj,Jon t:ext . 
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[ 1 total.ly uiite rent sor t 0:( song i s Hrl'he blesset.! Virsin'.s ';;X}:JObt-
ul a tion" , oiltins trom 16,,:; (t'urcell, 1947a). t;enerically it 
is r e lateL to tne e ;~tellGeU arias rrOI~ tne thea t r e , li Ke "Let 
~he or aotul en g ines" anL " From rosy bowers ". He r e we have d 
drnwatisation or: the anyuis 1 01 !'lCl r y wn e n the t\v e lv c -year - ol(~ 
.JesuS wa s lost by his parents in J e rusGilem (Luke, :2 , 4:;: - ::'<;) . 'l'he 
te:'t i s a loosely- s~ructurec i 
uy lJahUl., 'l'ate . 
_ . I , Cl1cneu ~lece i n irre g ular cou~lets 
Tell me , srn"e ?ityinS angel, qu i ckly s ay , 
'~ here coe& my soul's sweet ~a r lins stray? 
In tiger's or more cruel Herou's way? 
Ah , rather let nis little rootste~s press 
Un r esarLeu tnrough tae vliloernesb. S 
~ here miluer sav a ges re sort. 
The aesert's saler than a tyrant's court . 
rlhy , fairest ol.J]ect OJ: l.y love , 
lihy aost thou trom [,ry lansing eyes rei,lOve'~ 
Has it a wa king cream that aia roretell lU 
'l'hy wonLrous birth? No vision fro]',; auove? 
Ihe re's Gabriel /lOW thGit visite o r"y cell? 
1 call , Gabriel ! Ga bri el! 
He comes no~; tlatt 'ri ng hopes t arewel l . 
He j 'uoa . 's caughters once caress' Q , IS 
Called IL:e o · mother s the most blest . 
~ow , fatal change , of mothers most aistress 'a . 
How shall my soul i ts Dotions guiue 
How shall I st~~ the various tiue , 
Ii lilst J:c.itll anu uou;.,;t my lab'rins soul a iviue? 20 
~or whilst ot thy uear sislt 0e suil'u 
I trust the ~OL, Dut u! 1 'ear tne chila . 
~urcell p re s erves the se~uence or lines but reveat s tre ely as 
J. i s c..ramatic ueclamation aeillanlJ 8 , ior the looseness OJ..: the ::;tructur e 
clearly leaves nil" f ree to create h is O~ll struc t ure . Tate's 
rinal line , Iinicll certailly ue s erves a uetter cont ex t, OI:1:ers 
'urcell a thel atic tucu tor a psycho.Losical ora.' 01: I cl itn. 
rJ..1he sons fallS into Sii; c.i~tinct section s . li 'lIC first, in l. I.tinor , 
runs oown to the enu OJ: trI e seventh line 0:': te;:t i n tl'le ll1:y - fJix 
uars , esta~lishins tne u raI"atic situation . The inten s ity ot 
the ueclar,wt i on is a,'parent trom tne beginniny , \dtn tile re~etitiol\ 
OL: tne 0 'enins IJnrase (;tllu ttle uistrausnt isuld.tel.l II!JOhle II as 
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if Nary were castin g about desperately for hel p . The key word 
in the opening phrase , "pitying", t ake s an anguished leap downw a rd 
o f a minor six th, a device that is us ed throu gho ut the song 
at mom ents of intense anguish. Thus the cha racterisation depends 
trol~ the beyinning on the agitate~ r hy th~s and uncomfortable 
intervals. 
Recitativo . OJ "ta,to...,. 
VOICE 
tell me, aome, some 
PIANO "1" 
Onl y on the second utterance of t he woro "crue l" does Purcell 
use rnelisrna for the iirst time . The fourth line of text , however , 
i s treated to some characteristic Purcellian word - pa intin g , 
with its dotte a quaver sighs anti it s sequenti al r hy t hmical figLr es 
on "li ttle , little footsteps" 
The sect i o n is brought to a fu l l ca dence with a p rotr acteo angry 
melisma on the Vlora "tyrant" - Purcell ' s contr ibution to all ev i a rin9 
r he effects of Tate ' s sen t ent i ous banality. 
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Tile ne :;t section i s heraldeci by Co major chora in t he ciominant 
of t he origi nal C mi nor, as the r eaction of Ma ry to her situation 
is e;:tlloreG r,lOre s.,ecifica l ly . Drama tising th e conflict bet~leen 
~aith and cioubt , Pu r cell presents Ua ry's first anguishe~ questions 
against an a itir~a t i vely ma J o ~ chore beiore sh i ft in s back to 
the loi nor for the terrible doubt of the truth of her or i ginal 
visio ll . For the refeatec call s on Gab ri el th e voice tak es a 
h i gh G whil e the accompaniment e xplores the t onal r elat i or,shij?s 
'oi that no~e in Q ~ i scracte L seg~ence at cncrcs . Tt~s i s iol~owc6 
by the a ngu i shed c h romatic s of the fol l owing li ne , enaing the 
sE:ction ir~ vi rtual Ge=:5I':'D.ir , r en~ i n i scerl1: of D i Go t ~ l~i~I~~~t , \'/ ic h 
AllegreHo 
i\d F n, 
Yet ~he s trells th of the anrlUDciation p r o~ise i s masn ifi cently 
a rio s o i n C major, furtiler c i tfe r en tiatec. f r or;\ tile r est 0 ; t ;le 
a sudden sta r tl ins moveQent i nto -the distant key at F mi nor , 
ile r~lLi r~s t !1 e lilie 
1:;0\'1 , ratal ch~nse , of mothe r s i.lost c.istres:.; l a • 
'llili s lii-le Cvj.~~·rises ti-le shortest SEc1: i ol.i o~ (:1.1 , virtuallj a 
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bri ci ge passage , a "c:ssienate o(;to(;rst , lac%ino; the quest i oning 
i nt r ospection of t he se6t i ons that enclose it. Yet it closes, 
at: the wo r d "distress' -a" , on anqther of those r. iys terious majo r 
~ade nc es, this time i n G majo r; anothe r po i nt at wh ich the music 
as a whole makes an affirmat i on 6es~ite its vocal l ine. 
The se ction that follows is t he longest : a bris k lyr i cal allegro 
which ex~an~s t hree lilles of te~t into fartl - fou r bars of music , 
incl'U c. i ng t he r epeats . In k eeping \, ith th e pror.lise of the p r evious 
cac.ence , its SOhl e\l~at calrder .seli- suest i onins is c onauctec.... i;Ja rtl y 
iil a I.,ajo r key , r eturnins at the end of the line 
\ ihilst faith anc:. doubt my lab'ring soul a i v i (;e 
to C hiincr .. 'llll is i s iolloHeG i rauec.:. ia. -ce ly by a C rnaj o r c ho r d 
intr ociuc i ng the f i nal adagio wi th it s ~ecla r at i on of trust in 
Go c , and i ts s(;bsi(;C2nce, tiuou9h c: lOllg crawn- out sigh , to tile 
tonic C o ino r on the ph r ase "o ! I fea r the child". 
--- -' 
llut 011 1. .. . rur 
~I ~~. ~~~~~~iii~ ... ~... ~ .. ,,;~ .... . ~. ~~ ..... i...  ~... ~ ....  i....  ~....  ~.. . ~.. . ~. ~ ....~ ...  ~. § ..... . :
, I ..... ......... i=i... .... ...--;." , 
r~ · 
, I 
:.:14 
1t i s a \·;or" of e:;traoruindry inten s ity, li.IOst uniyue iI', Christian 
drt :tor its rerusal to coni arm to hagiosra~hic cOllveneion at 
en t cost o· ",sycnolos~cal trutl, . [\ne. Be tne service or that 
~Bycholog ical truth it places unco Jpr~nisinyly all its musical 
reoOllrces, r it!lW~C , melot..tic and b- rrnonlC . 
It i clear that Purcell's p a rticul a r concern 
ior uralaatic utterance as an inue); or inuiviaual. 
ror languilge , 
psychological 
truth , requirea not verse, but ~ m~assione c. prose. ~his he rount.> 
i n tne J.,~o l e , ane. the u n iyue yu - lity o r h i" CIH"rcn r"usic is 
rounc.ea on a powcrrul resilonse to Biblica l text. "l·ly Delove" 
bl!a " e" (<-urcell, 1952) i s a very e rly \'Iu r i( , writte n some r i tteen 
years beiore " 'l'h e blessea Virgin's t:xpostulation" . t t ake s 
it s text iroLI 'i.'he Song o f Solomon U , lu-l ::' ana 10). 
Ly belovea spake , anu said unto h,e , ise r,1Y love , 
fay fa ir one, a nc.. come a\ ay. r'or, 10, tile vlinter i s 
~a Bt, tile r a in is over anu gone; the rlo\'l'rs a~pear 
u~on the eartl'; an~ th e tilJ e or the sin~irlS or 0 iros 
is come , and the voice of the turt l e is heart i n our 
lanu •.• 
Ly be loveci is mine , anu I ar;, h i s . 
Fo r this lna~n i f i cent text Pu rcell to un~ ~ramatic e;:~ression, 
usinc, the tor.: OI: the verse antne!" " i tn a v i tali ty anLl an inventiv 
ness i n nis musical iri:ay ery tna so]"e persolls toun" snocking . A 
slightly oloer eOllce ,j,:io r ary , 'l'nOil,as 'J.'UUWilY , ,¥ritin,:; i n 171\), 
recalleu that Charl es II, 
who WilS a brisk ano ai r y prince , c06le ing to t h e 
crown i n the lo~'r anG visour OI n ~ s age , was soon , 
ir I indY so sa i , tyr ' d viith the grave an~ solel,ill way , 
a nu or e ric...;. the cOfilt:-'0ser::; 01: his Cl1at"1?€ll. to aCto ' ym~n()l!is 
etc . wi th irls trum nts ~o their allLheLLs; allu therupon 
estaLli s ' c.. i:4 select HUill lJer vi uis l.J rivClt ~ I.\ uGic to 
",lay the SYli'i:-llon:r san ... retornellos vlflich he h ... aH.JO inteu . 
(\,uotec. by lie st r u<', 1 Oitlv, 10~ .) 
~u dway does not ois9ui~e his o;n uisa~prOV&1, ant.> later r e ~ e rs 
to ue b i s secular \'1&1'1/ 01: \'lr itin~ cnurcn h~Ub i c . i:.;veli eiSi1teen 
2' eo r s ax: ter tn e l<estoration Purcell ' s ant.ller'L I,iust have been 
Etartlin':; 1 Dut i t Via s , i n uay, 8elJ: -:;u .stiiyins , uecause the 
text must ha ve hau very l'0werrul sy "bolie associations wit 
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1:he Restoration , not only of the mona rchy , bu t also of tne Church 
of England . It s i magery o f nat ural re genera tion, then, is a 
E0rt ai aecla r ation O~ n ew fa i tn , anL it is tilis i mage r y t ila t 
s hapes a work that i s l;tus ica lly sOhleYihat diffuse . Cor.lpa rat i vely 
li~tie Iiieloriic m- terial is r ecafi tulated ~ t~e wcr x al t ernates 
uetween 3/4 an~ 4/4 temp i rarely mov ins ve r y fa r ~lciy rrom its 
ilo .ae ke y of F I.lajo r. Its eiiect~ ce Jerl L upon b r"o ae contrasts 
of texture amony the st ri ngs , the solo voioes, the solo ensemble 
(hTE6), anL the full c h orus . 
The ope ning section is a ?astoral overture, setti ng th e scene . A 
c ilanse of t el.ipo acccr.;".dn ie s L , e fir s t ve r s e C J: t he t e;;t . Ti1e 
first ph r ase is given to three of the vo i ces in turn , followea 
u:: Cfle su(;ce~sive (iain,=! i nv itaci oi!.' "Ki se ! II 
ALTO J 100 _c. 
• 
. 
1<';' 
• . 
III, M-lo., -:d .-p .. k. ~ 
... li!'l OR 
-------
I~ )(1 b.·t ... · e<! .pake, __ aDd n.id un - to me, 
BASS I 
BASS U 
3 J.c. l00 
--- --
, 
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'" 
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Tile apostrophes , " my love , fi1y ra ir one ", a r e l~loveL ir am vo i ce 
to voice i n easy polyphony, dovetail-ing t he invita ti ons " .•. ri se 
•.. allG c.ul.1e 2\v&Y ". Irll i s cel ebra tion of love i s t l1e outer fra lil c 
of the wo r k . It ends here with a short COIilment from th e strinss 
....:ei or e a sh i it i nl:o F rr,ino r CIt the ~hrilse II F'o r , 1 0 , t he \'; i nte r 
i s fast" • A h unc.r eo ano seventy-th r ee ba rs l a t e r t ile r.iusic r etl.:r ns 
tc til.e sentence , II F~i.sC I ray 1 ave, r'~1' r:a ir one , ane:; COl;-ie c:.\'J u.y II I 
befor e tr1e concluoi ns ver se , " Liy ve 1 ov eu is mi ne and I am his . " 
'I'i,e iE1: e ri or sect i on i s a se t of i r,Lages or: nat t;r cll generati cr. . It 
uesins, as we have obse rved , in the mi nor at "For, 10 , the winter 
sen t ence occupy cli rleteen bars of si ns ing before toe stri nss 
t 3. 1~e over 1.:1112 ~i.ll,lc I,:a t 2 r ie:l . rrl1e G.l::'t--earanc e or ttlC il.o\.Jc:rs L. iJon 
cile earth i s set in success i ve i fil i tQt i ve pil r ases conversins 
Singing of b ir e s , bring i ng i n th e chorus for the f ir3t time. The 
~~llel~]Qh~ tll~t io ~ low thlS Dr e a l 'le~ns oi usin g voices to 
(.evel.o~,,; a IJusical i c; ea \'lith st r ollS er,10tional, anG \}cak serJant i c 
ot the tur"Cl e rac.kes a r athe r cursor] u~)pec: r ance ill \·..,hicb Pur cell' s 
not c. evelo~ b i3 littl e c ll roi-,"'.at i c i i s ur~ very i'lr , but r e~JeLl~S , 
i i1;;;~ c ':"'-1 t E: ovt:rture . 'l'il i s is tol.l. G\'l0(" i....y ~ t \iel~t~ - o~L tcr.t{) r 
sole to the sent ence "The i i S tr ee ~utte th ferth he r sreerl f igs , 
aDil ity to iinc. r.lus i c ai.:" l:ir0l.,jri a te to r tnis L,1.;..se o.c younS sro\·;th 
1. ~ LdCaill"i j i i ·c.~ E:riec1: l.lGS .t;..:r:J.rt1.:z' l fL 1.:1112 cJ.lro l ;La ~ i(;~ , J.-t~ r tly 
i ~~ t he sensual r21.i~il ai t he l--'h r ase II 
;J. c.88 ,''''--'' 
<) ! 
I 
\ 
CJ I 
I 
, 
, 
J 
and tM ria •• .nth the 
1· )l J. • .t'l,JJl 
do • 
. i 
1 
g i v e a saoe si~ell ". 
I 
crapo 
J . 
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This very sensual i ty is the motivation for the return to the 
section "Rise. my love. my fair one". and its r eso l ution in 
the final ·section . a lovel y . skipping th eme which. with hallelujahs. 
Purcell expands to a hundred bars . 
.... 0(..1.11 ) J I 0 egro c c. 2 
r<:r .. y 
---
.... 
.... 
!f.y be · loy - ed i . mine, and I am hi!ll. 
.., 
---..... 
My b •• 
My be - 109 - cd is mine, . and I am_ hie. 
~6(AlI.grO) J_c.I~O I 
-I- orf&u rJ 1 I r I I r r -""" 
---
r- ,.---r ( Jhn . P.d. 
It is an un even work characterised. appropriately e nou gh , by 
a tremencous vitality and charm. Its s i gn i fi cance for our purposes 
i s its demonstration of how Purcell c ould respond as a very 
young man to a beauti ful te xt in st r ong rhythmical prose t hat 
perDiit s consiDerable r e p etit i on and expans i on . We can see the 
same vitality in a more aisciplined conte.:t in an anthem from 
Purcell ' s n,id- twenties. th e popula r "Rejoice in the Lor d alway " 
(Pu rcell. n.d.). He referred in an earlier chapter (supra 87-89) 
to the anonymous Sixteenth Century sett i ng of the ve r ses from 
Philippians (4, 4-7) . 
Rejo ice in the Lord alway : and again I say . Rejoice . Let 
your moue ratio n be known unto all men . The Lora is 
at hane . Be careful fo r nothing ; but in every thing 
by prayer and supplica&ion with thanksgiving l et you r 
resuests be made known unt o God . And the peace o f 
God . which passeth all unde r stand in g , shall keep you r 
hearts and minds t h rough J esus Christ our Lor d . 
A compa riso n of the t wo sett ings r eveals . r a ther surpriSingly. 
hevl simple are Purcell 's eifects in th i s anthem ; the se effects 
a re la r gely dependent upon t he three-way contrast among strings . 
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vocal trio and full chorus . Sis opening string section is built 
on the simplest ground bass, a double descending C major scale 
repeatec five times on t he cellos. It is, of course , this ground 
from \~hich the p iece takes i ts popular nickname, "The Bell Anthe.'U", 
although a resi dual sense of deco rum restricted the use of grounds 
in church music . By the seventh ba r, this scale is being used , 
riSing or falling , in al l the instrume ntal parts . Tile whOle 
fassage of sixteen bars i s then r epea t ed before the f i rst vocal 
sectior., so that the cOliuoar. d to r ejO ice is hera1ded by peal 
upon peal before the text is announced by the three solo voices, 
ATE. At . their entry, new luelcdic ma terial is introduce a in 3/4 
time. From here Purcell builds a rondo around the two phra ses 
or the first line of tile text , " RE:jo ic e in t he Lord alYlay, arlU 
aga in I say , r~joice". 
, ... ' , ...,. . 
• r"'"" ~ V.ER!E . ALTO. :; . 
. 
,...... ·fu' - ·oie.!; iD ilif.: ....,. Lord al . way, and & • gain I &&y. r e . . 1 -4-':"EB.S.~.,.fE~O~e.lo ... e.). 
-, 
~.~ . ..., 
He . joiee in the Lord al and & • gain J 6ay, ro . , . way. 
.. 
VERSE. BASS. 
• ;;':ll?W+ ~ . ; ~ ::::. l'1 , J I =:::::5_4 ! I r f' I f' #W "" 
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I}.lhe r nit hiuicJ.l. anu !:;)yntacticul i ntc gr i t} or t he t c ~~t ~ G scru!:--'ul o us l y 
~rese r vea to r t nese ph r ases , wh ich c ons ~i tu t e tile core O[ the 
v/1Jole \·jo r t~ . 'l' he ul1 uer l u.:i 0:..: t ne t e ;\t i b sld..itlei \ .a 'C " i n s bnu\/ 
(lSbS; l has maue 'tne )?o l. n t ~nat the n0~e val ues suoul a not De 
J:ol loVieo too .li te r ally I-l i tn i n t ne i.~h r ases , D~t t ha~ the s i n se r s 
siloula pe r hli t t ne fJl1 r as~.s to sua1ie ti1eu",seJ.ves ac.:co r u i n9 to SlJC2<2ch 
r nytrlh.s . '1' 1e co r e j:ln r ases a r e r etJeateu , \'I i tli ~ l. ish t va ri at i on s , 
uy ~ ne st ri ngs , WHO t hen i r,t r oouc:e nelv ma t erial OJ: tl Je ir owl! 
ueior e tilE t ri c re t ur llS to re~eac the co r e 1,!l r abes . ~i10 voca l 
cauence is t he!l r ere2~ea i n the s tri llgs ue o r e tho SUl.O t e no r 
cIlt r y , It Let ~{ou r IIIOOe r <..lt i on li , ne\/ l~hr se u~ain , ""tl ~ Cn is r:; i c l~eG 
up in c l ose iMi tat i on by the other two vo ices , re tu r ni ng qu i ckly 
t o hOffio~non i c sco ri J)9 r o r tne rest O~ tilE be l1tenc e . '~ £l e i~l~ 
cho ru s t hen e nte r s wi th i t s own va ri at i on ot t he "Rejo ice i n 
tne cho r a l. we i g llt , b ~ t 
the aaceo 1" r L, o n i c we i gh t o r the tr~ule ~~r t createG a s~lenL i Q 
cont r ast I-/itll tile 1'r eceu i ng hiute ri al . 'l'ne 1'o i nt i s neatly c lillci"Jec., 
I, he r e ~ne s i ngle worCi "agaill " i s echoeu Dy t ile solo VOl.ces a 
tne C00a r e~c~ ts ttlC l ase part O£ the s e nterlce . 
'1"11e secone.. ,)u r t or the ~Io r l; begins wi t h th e lovely baG!' solo , 
"we: carel:lIl. t or noti1 i ng ll • be l ~ JoineL.. i !l 5 e4uenc~ tJ i tnc othe r 
two voices i n tnis wor e !lleu i ta t ive sE:!c-c.ion . 11: c ontra:..:. t s \li t h 
t He euUl lient C l"iIC(Jur secti ons Lj' passi nS t i"lrouS;l1 sev€.rdl L1oGulc.tions 
into r:: dno r , an", t hence i nto a cadence i n t i1e ,ajo r on tne 
\/O[LS 11 •• • IJQUe I~nown U~t O GO~ . li f. ~urtiler tlo~u l ution into L\ 
."aJor taj, e s us wi tn a change o j. t em1'o i n t o the semele sect i on 
" 
iJ l! c a reJ:ul ~o dllo\" the natu r a l r hy t hlils t o asse r t t hel"se lves , 
or tIe Cl1Ut)-c.-l ik e ~etti.s i s iil t ell ueu c.l" .;Lrc e l l. to e l'\ iJhab i s e 
tne h'et i t i ona r y na t ure or tae te;_t . l'eu,a1's ev e n he r e Vie can 
aetc:cc ti"le irJLluer. c e ot ~ ~e r Dec "e , ti10U':J1 . 1:fl €: L.ist: r e tion ... o/ itn 
lill i ch u r cell turns a c han~ into all e .;YL, i s i ~e h.C)l.OLY is t Li 
\'J ort~ O.L. a ~re u l: l".luSl c..: i a 11 . 
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Pa.iS- eill all un-der-stand- ing, shB.lJ keep your hearts and minds 
..... 
tbro' J e- .". ChriBl or..r LOrd, 
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pa.ss - eth .11 un -der-sb.nd· ing I shaJl keep your hearts &Dod miDd.s tbro' Je- IUS Christ our Lord, 
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The whole sentence is repeated very quietly , mov ing gently i nto 
C ma j or , where the strinss p i ck it uf for a short variation . The 
work enos with a return from this tranquillity to t he 3/4 "Rejoice 
in the Lord alway " sect i on , first in the solo trio ana then 
in full chorus, co mpleting th e ron do , and b ri ng i ng the music 
back to the j oyous mooo. in which it began. In this r espect , 
it o i ffers f rom the anonymous Sixteent h Century setting , which 
ended with t hose polyphonic variat i ons on a ri sing five - note 
f i gure to the text " And the peace of Go d .•• " (supra 89) . Thi s 
diffe rence i s not only a ma tter o f where the focus falls on 
the text , though it certainly is that. It is also attributable 
to a sh i ft, even i n church mus i c , from text - de ter mi nea form 
tc. li1usicall};- aete rltlinel, :corl';l . ?urc e liis alJ[..-troC4cfI in ttlis ant:.l1e l'l 
~s not era.ac ic, ror toe ce~c uoes not invite it. Rathe r he 
i nte r p r ets th e te~t unu e r an over -r ulin~ ~oou , tne constant 
return co wilicn i)rovioes the thel,tutic cencr e tor h i s r OlluO . 'i'he 
eXi, r e ss lv eness O~ tll e ~usic is not uet e ri~ineQ uy lJe lism - or 
worc - ~ainting or cnromatics , but by toe creatioc o t ~robuly 
contrastin<;J h.OOl1S , enliveneu i...J~{ v;cll - juaseu hLouu l i..tt ion ~ v/ itn 
occasiona i graces anc: sync0:JaticnL in tile vocal l~nes anu olle 
or t VJO poi<:Jnallt tulse rela tions . Hi thOUSL i t i s o n the con se r-
vat iv e sioe oi Purcell ' s out~ut, it coulo not Ge loistahen [or 
anyon e <': 15 0 ' 5 \"lcr f" an u it i s to ti1~ " anu t o its i l; rvc.Lious 
assurance ehae it s greae pOt,ularity i s attributaLle . 
i..ost 0 ; .i?urc 11 1 :J a ,ther.:5 lJelons to th e earl i er yec.. r s ot {l i s 
ca r eer . The later r ei i giou8 sonss li ~e , "The Blesseu Vir g in' s 
Bx~ostulationll, w· iel: we r e pU01islleo in ~ Lrcel~l~ liietim e i n 
t\"lO volu Je s eJltit.Leo Harmonia Sacra in lG~b anu l b~ ~, are no 
cnurc!; Jusic i n tne sense ttJ;lC the" I-Ie r e not wri ·te n ror }Jer on"ance 
1ft cl1urcn . f.10!:i 't or tile later enuren music \'.'Ub COI.!L~-oseLl :Lor sj.J2cii~c 
occasiofls, anG De longz ~ty ~is~ic~lly witn tn~ OLe s an~ 1clcoI,Ie 
s on~s; this i ncluucB suell hta:...ter i e ces as ti,e Te Deum and Jubilate 
in D, cor.ljJoseu ror bt Cecilia's 00.1' l u~'l , i:lIH .. tile lu:;~ settine; 
OJ: "T hou k noViest , Lor(j , the "e" r ets o r: ollr h e arts ", written 
I0r l,JUten l.arl' 1 .s tune r c..l . /;.11 0 ~ PL..rcell.' s vocc..l f.tusi<.; , as vie 
liave seen , became steaui l y more a lll. J:\o r e o r ai,latic (juring t he 
16bOs . \ /hether it is cause 0r en:eC'c , it i s clea r tlw.t fi is u ri:lltla tlc 
:clair is a~s()cia t:eu \vitn an i nterebt:. in inuiviaua l. hUhlClll r eCtctiol1!:) 
i n rJp c ci ic !:::jitu~t: i on:J . t;:;vel1 \vhen ni~ il .• Clg i nc:.tioil wab sei zeu 
u~i a great te;~t to s ive it ins~ireCi utterallc..;e i n ttle verse Cl rlCner,[ 
lI'l'tle· tn a t SO uOvln t e· ti1E: sea in shib>S Il (ps lu7, :i~ - j i;) , tl'le 
o~ca~ ion was the uel i verancc or King Jam es II l:rom a teu rSOl.l e 
stu r ld a e sea an:... the a eccount g iv en to ~u re ell uy th e sreat 
uass vi rt uoso , t~e Hev jonn GOGtling , for whol~ Purcel l \"lroce 
t tle treulerldou s solos ot tna~ antheL;. iintnony ~ew is se e s this 
l n terest in t e inoiviuu2 i as Olle OI tn " l:unual,tent al cnaraGcer~stics 
O~ ~~ rc e ll ' s vo r l;, a no accou r~ ts rcr ~~rc e ll a s a ~ r oauct OL 
~hc age that saw t n e fo u n c 1 ns or tIle Koyal bociecy as we~l as 
tile 0uil~in ~ a t bt ~au~JG (1~b 0 , 4) . 
l \ heightencu interest In tne i nui viauc- i , ilis e).lot i ons 
ano n i s ~ l a ce i n toe bClleIUG or liie, a n~ a y r owin~ 
Ll e lie£ in th e i r.oe"enuellce OJ: b i s i ntel l ectu" 1 f Oll e r s 
:t:OllnCi Ui .i ai:-'L-'r ol .. ri a t e l;ar allel i n n1us i c \v'lle r e til e SO l o 
Duman vo ice beca J e tne ciliei tocus ot at c e n tion ov~r 
~ sULJOr Oi nllte o. C;COl.li.;c;ni :1er, t . 
Ly this inte r e s t i n the in~ivluual , thlS ~U~$ iOI)a te se~ rch r o r 
1:>8j cllo l oc, i c a l trL.tn , <,urc e ll i s assuci a c"' .... 1,1 t n SO hl e OL tl"l e 
uee i=-'cr currents I n i;uropeall cul.cur e . A sin. i lar SG .:l r Cll , for e;.i:lldi..:1e , 
i ~ a lJ j!c.rellt i li th e \i()rl~ o · ~ ~ r ea t n ear - c 0r.,c eu £",ur a r y , g e ru lJrz. lll:,,'t 
van aijn (ltiU b - 16 b ~ ), who COUla a lso t a ~e overwhe l ming i nsi'ira tion 
:LrOhl i:i sn i l.;!:'et , s a l" 0 0 i 1... 1i c ", .1 t e :.;: t . l ln ..... i n l~e!tl i.J r Clnut we ca n 
:..e e <llSO , uespite the u i J:J: e r e ,l(:;es in me a i uI<l , a u ri ve tOli .... ros 
~u r cell ' s i nvolvewent witD toe t h e a tre b s an a s early a s IG HU 
YiJ1Cll he " r oviueu r,lusic Lor [,a t ba ni e l Le e 's tr ay e u} Theodosius. bt.;t 
it was witD DidO and Aeneas i n ~b bY that ne was aLle to 0r i n~ 
tiJ c concentruteu oree: OJ: a fIla ture t alent i litO "CllE' Clleatr e . 1,' r OI.l 
the n un t i 1 h i s uea t il i n i-; oVel.llle r Iti ~ :' he vias cOI1l:inUz. lly 1!wol v e u 
1 1"1 tn e the a tr e , l~ r ov i Ci in ~ i;lUbic bo tl! suu ::i tantl. a l. al1u i ,(;i ue ntal. 
Ior trageuics, r ouance s anCl i et rCeb , ano suv i ns wany a tnea t r ica l 
n ' c k LrOilL l.:o t a l o tJliv10n . te ni!ve .seer! e}~~uL·l l-,l e£ 01.: tn e t echnisu e 
n e Lrou ght to t he t h eatr e , anu nav e QiSC UBSe ~ nis s e n~i&iv i ty 
t o u r amati c cOllteht. lan ~~inl~ , i n .. articular , eel s tna t il 
g reac ae al O~ the i hl~U Ct O~ the l~usic i s 10s1.: out 01.: i e s a r a lilat ic 
cont e ::t . b e u i s cusse :o (l ~7· , <:~u - <: 3 1) o ne O:L th e 1.IOSt: :i:<llaou~ 
o r the 50n~s , "hu s ic ior a wll iI e 'l , WD1Cll i s 110; ~u rt OJ: tne 
rehi e rtory 0:.: a rt so n,: , llL.C wnich 'Hi S ori y i nill l:{ li"ritter, rc r 
a ve r sion OJ: Oedipus by iJryuen anc, Le e (lo~:d) . In ca n e;;c , t ile 
COi.IJ:or t: on:e:reu Dy toe ueg Ul.11n<; tl0l l e r s 0.: ;,l u s i c to uecil?u s 
uero r e n e learns the truth auo ut the curBe upon ~h c:oe H i s cO~u 
cO I~~o rt i noeeu, an o a r ar ~ee ~e r ~ i sn 1 t i canc e l ~ a SS Uljte~ uy 
tr1e st r anscne ss of tne ~ aiLlous p SS t1 Se to the t e;.. t. , 
~.usick for a wll i le 
~hall all your cares beyuile: 
\/on(.ring hOlv your pa ins we r e ea~' G. 
nu uisttC'..ining to De p.lea ::<lu; 
Till hlecco rree the deau 
~r~d their ete r nal banus; 
'rilJ. the snakes crop iroJ.\ her heaa , 
Ano tile wnip f rOlll out her hanGs . 
(U r yaen , 1958, 171) 
',-'he t r ouble i s , however , tha t Cl1e playas a wnole i s noc wurch 
tl,e revival, even to proviue a conte~t i or s ~ cn a tine sony . 
\;estrup asserts con t idently , "'l'here is no Goubt that PurcelJ. 
'.-l as rortunate i n Ili~ lib r ettist s " (1,,8L1 , 1:, ,, ) . 'i'his i" c,u i te 
wrong : tlle r e is a 900U d e a l or oouut on tIle ~oint, an~ it neeus 
to·ue e ·al.Lineu , i or a JUsc estihLate o t the relatlonsni p uetween 
l.lUsic allG text i n Purcell cannot stop siluply at tile lyrlcs or 
inulv i auaJ. songs or at chc ui 01ica l texts or inuivi~uaJ. anthclus . 
purcell wa s t he -irst ~nsl i sh operatic composer 0 - r e a l scacur e , 
anu still perha ps the ~reatesci anG opera ta~ e s t he suestion 
or te xt ana ~usic ir,to a neVi ailae nsion . 
\}hen a cha racter i n a .,;l a1' announce" that h e i s a n~ry , the aucience 
is leit ul1luovea uutil it can se e SOI.,e ueuonscre;tion of tne a 'Ser 
anu , hlore i mportant , some cons ue nce Oi: th e unser . 11: the character 
s f;enos rive minute s telling us ho\" ansry he is \v ~ are lert irrit:.ateu 
or boreC,J or uniJel.i evin <j _ III opera nO\:lev~r, vIe e XtJect SOlli e time 
to b e aevotee to the s t atelaent . This is pa rtly because C wBJ.l -
executeu mus i cal .s tatement ox: ang e r, like ]?ol yphe r;: l u~ I "1 ral.je , 
I bur n" in Hanoel I s Acis and Galatea , i s i t sel . a ael.;onstr a tion 
or ange r I,hiell tne conventiolis p e rsu ue uo to Yccej'-t . I n sucn 
a case t h e libretto for tnc statei.,e I11: serves sir.'l!ly ae', il !:Jointer 
to \'J(lat ttie iilusic ex~resses a nu ex!:""lore s . I .... i t: is ausur 0. , it 
... ay aistract the atcentive listener; i - it is great poetry it 
1.lay irubtrilte , eSl.-,e ciallj' il.: tne urawatic il~l !:-,ulses 01: tne hlU tl ic.: 
tenG co <liSfilel:loer tne lJoe-t.ry . In so l~r a.!:) o1JE:ra t:enu~ to conce ltrc:.te 
its Gra~a t i c interest i n the tlu s ic , ther i s SOhle aesthetic 
Len&e in the well - kno il li g i be the;t auuiences jJre£cr o~er a co 
be suns i n a language ulltarn iliar t o tne m. In a g reat Geal 0 
L> ;era t:beretore , aramatic act ion i s lir,lit:eG ant. cruLle ; t oe most: 
il'1itJortant r.(us ic arrests th e course ot a r aJlitl ti c c:.ction; 110\1 orten 
is act i on a ll l10UnCeG i n recit:ative anl. reacte o to in aria! 
Lut in oper a ' oS srea test IdOllle n t s , music succeeas i n D in S! ur ahl",tic 
Det:ion . The o~e llin~ ot Le No z z e d i Fi garo is a ca se i n po int: t ile 
c urt a i n ri ses on " cocl,y , se lt-co ntiuent r' i g ar o b-' ll cin g OUt til e 
l.J riaal c hawber to ueterJi',ine tlle 1'osition 0..: ti1e lJeLl . Sus a nn a 
i s try ing on a iJonne t: <,rcenins, her j,mti rw j,-l un,ase , as it ~Ie re . I:;<1CI1 
i s p re-oc cui! ieu, ant. :to r a WHile ne ithe r secu re s t he 0 1:tie r' s 
uttention . 'i.hei r s e\?Br ate , yet r el ateo l-'r e- oceupa tions a r ", u r ama ti s eu 
in t hei r singins iines ; rirst ~ n seyuence , anu tJ.le1 Silliulcaneous.LY , 
Der ore ~ney r e c o~n l se e cn ethe r' s concerns an~ ~ll e ir s in ~ l ng 
l i nes converge i n t o cOMtort able nOMophony . a s t ile ol-'el.in~ t o 
a ur ama conce rlle a with t he s e drc l~ rOI, anu s tru y~ ~ e t OI, a llU 
Giscovery anu lO SS anG reui s cover y at human sc~ual iaen~ity 
it i s sUj?e r u . h lit t l e 1 " t cr , Vlt.er; F iI,J,HO 'S naive ty i s challe nI,Jed 
uy S usan n a , anu she reve a l s the tflr eats ar.", lii,l itati ons i m,Joseu 
ujXll1 his attCi i nhlent oi sel:(nooo Ui all acc, ui s ~ t1 v e , elas s -conscious 
soc iety , he re sponl,s wito a most seu ~ti ous statel"ent o~ his 
oeterr.,ineo clail', on sel inooG, "be VUOl oa11a[e , ::;i gnor Cont i no " . 1.0 r e 
tha n the literal stage i s set to r a truly er m~at ~C con liet . 
Lor enzo 0& Pont e c.. i sl.clayeu ve r y s r ea t si(il l i n " roviui ng i.o £:art 
~ith a li b rettO out or wl1 ~ en he c o ulu create SUCh ura~ a . It 
1 8 s ueil ll.j.jretti ~t: t i1J.t l'Li.rc e ll. l clc k cu . i;ebtruE:' asse rt €! t.. ui 
-<'ureel l's liure1::t i sts (lY!lU , l!:>:'i, 
Seve ral or t hew vl e re l'0ets 0 ..: u i s tinc t i on , w.o c.iu 
not r cga rL th e atric a l comp osition as an e ~cus e ~or 
l.o\v'er l.l1S· their stanunfUS . 
'l'his St: a t: elil el i t: i s h,naly J ust i t i ee Dy tile a ._;,>allin9 ver se t ha t 
wa s '"iven to Purcell liy t rIe liKe s ot Ta t e , li' UrJ: ey , ::;nauw e ll 
ana e ven Dryuen . b ut worse s t:ill , no n e o~ thes e loen snoweu a 
ge nuine sense o~ ", r aiil<. uy " i v i ns »u reell a li0re1:1:0 i n vi lie n 
c h aracters coul a uevelo i! anu ex"ana even i n the course o~ an 
a ri a , anu i n l'Iilic 1 t11e Gi n'3 ins coulu tbercJ:ore con s titut l2 o r alilatic 
a ction itself ra ther th-n n r ea cti on to a stateL a c tion . Thde 
ne sOil.E:t ildes SLlCCCec.e(.. i n hlo. ){ iny <- r hlat ic a c ti o!'! or: tl1e r,l u ljic 
is a Dea ~ure or ni s genius alone . 
liller: 'l'a t e r eVcllapeQ one or nis ea rl y f' l uy s as th e lL, r etto J:or 
Dioo and Ae neas, Do th i-Ie anc. Pu rcell assu;,reu i n t nei r auuien ce 
u tar"il i arity Iv i tn t he filot o · Verg il' s e1-ic . 'l' ll i s i s eV l uent 
~e cause t he s e s uence OJ: action is t a~e n to r sr ant eu aIIU v e r y 
rev; te;:tual l'Oillt e r ", to t ha t sesuen c e a r e <:1 i ven . 'l'he ,,;oint is 
rda teri a l , because a lib r et to whose p l ot ca n 0e t a ke I fu r g r allteU 
nee c. nut r e l l' on \,lOre t tlall cue r"" e r e Ices ue in c, r,lCla E: i n t e lli gi Dl e 
0y the sinse r s ; it i s a p ri ncij,Jle \wi cn hal, ae t e n "i neu t he cnar acter 
01: mo st ot tne g reat .litur s ical settins.s a n u o r ato rio s . Le neell 
noc con c.; e rn our se lv es to u t& r wi cil tile conuiti ons o r th e otJ rD.' S 
con~ ositioll an~ ~ir&t ~erio r hlan c e Qt Josiut} ~ ri es ~' s ~a n c i n9 
u cauemy i n l 6::;~ . It i s clea r that l'u rcell' s il.1Clg inati oll \"la s 
se i z e u ~nu tn a t the a b sence OJ.. e l ~oo r l1 t e stag e J(l~c!l ill e r y was 
a ch a llense he J o~i ul ly accepte~ ; it le t hir" tre e to cr e a te 
Bome t ni nSj oet\'le en a cnamuer oJ:..:e r a ant; c. secular c ntata . 
Por an i l1 6 1 ca ti on oi how littl e Pu rc e ll r el i ce on Ili s lib re tto 
we Have only to 1 00 - at til e t V/o " h o 110 110" Ch oruses (],'I.r c ell , 
1887, nos IG eme. Ib) . both lie s ru <, (l "eu ) a nl! Spink (1 :"-/4 ) cOl,.",laill 
<luout pL; rc e ll.' s treatr ent 0 .: tile witches, ana nis J:u l lu r u t o 
" s u sgest the ho rror ot t he su~e r natur a l " ( \iest ru J , l~bv , 
llu) . Lut i ll tact tne UeltiOnic enG r CjY 0.1: tH e - ir st " 1.LO flO no ll 
Cho ru s i ollows a p rticularl y s i n i ste r l' i e ce o~ reci t t i ve , 
\Olitb iJO\'i e r ; ul c.. r af.iu ·cic el 1:GC'C; (;tIl l.. 'cue SeCO I1li sLt(;n Cfl urus i s 
l:ollovJeu cy t he storm- con~Ltrin<:: ClUti:: 'C "I3 ut e r e \'1£ t il is ~c r io rIliIi , 
i II wil i eh ~urc 11 l s me teor cloyic~l e~iect~ ar 0 won~8r~ully e ~ccut8~ 
to a ~ r ticularly l i JP ~uat r aln : 
uut e r e we tDis pe rJ:orl~ , 
tJ e 111 conj ure Ul..l a stan.1 
~o ma r tnel r huntins s~o rt, 
fino ariv e I erG bac;.;. to cour t . 
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v1estrup presumably has in mind the Ivi'tches in Macbeth, but Purcell's 
witches are more Classical, and in a grim way, more humanist. It 
is not supernatural horror that Purcell is exploring, but a 
demonic energy personified in the Furies and criving the characters 
headlong to their fatal destruction. The treatment of that word 
erfully significant. 
ii 
I~ 
This passage recalls the urgency of the pursuing phrases in 
Belinda's solo air "Pursue thy conquest, Love" (no 10), which 
i s a sort of frenetic benediction on the fated pair. 
, . . , 
-
l ue. pur - sue, . 
-
pUT' 
-
Pur-auetbyconquerl,love, pur.,uethj .cooque&t, lOVE>., pur · 
p 
- -
pUT· sue thy couqucst, It'1'e, 
~:--~= ~= I 
-
I _ 
pur • 
.. . :;;. 
One can continue to quote example after example of the strength 
each particular piece take s frara it s context and juxtaposi tions. It 
will, of course, be pointed out that the sequence is Tate's, 
L.L7 
OUt it is clearly Purcell who redtues lit e into the se~uence. 
uecia i ns what s nall anG what snall not be el.,~ha sise ~here 
iv, fe r e.:a;.l;"le . no correl i:l tion \"iI1at evcr between lcns tn or: tehtua l 
t.-·ass a ges anti lengtn OJ: iLIUS 1Clll iterll s . lilhe I:C4f;iOUS Sall-Or'S sons 
IICOflle a'iJay, :r e ll 0\-,1 sailors li (no Lb) c.t the o!:-,enin<..:, Or 1. ct 'l'n re e 
is one OJ: 'i'ate' 5 better lyrics. anu l'uH;e.1l sets it a " a jaunty 
5e" son 'J witlWL;t ucc0rat i oll or re?ec: ts Dercre trw .lase lin e . 
COille d\vay, ellav; sailors , corlle aHa::/, 
"t oL;r anCllors be l<Iei'JnillS. 
Ti@e an~ tiae will aUI~lit no 6e~uyillg; 
'l'a~~e a uOOL:Y short leCi.vc oi your r1Y.iU l? s on tile sil0 r ~ , 
Ana si ence tne ir laourning 
~i itb VO\'lo ot: re1:urninc; , 
0Ut never intenci ns t o visit tne . mor e . 
{J O, never intenuins to vis i t t~le l,l Iaore. 
It is 1,recisely this jaull1::Y JOale cYfiiciSl" f ror., which Dido takes 
tb e cu€! tor ner i nconsolnule ~rie:L \Jne n 1:.; linea. JOins Ae neas 
in a n atteIll.J t to pcrsuaue her that AelleC!.s is COi,ll ... el lec.t to leave 
Ca.rtllage uy uivine COI.Il:1anu: sec u':£our couns el al l i s u r g I Col in 
vain" (no Cij) . 'l"he eynici In 0 " the saLlors shaaes ea ci i1y into 
tile v/ i tches' uemonic oeliglJt i to the song "uLir nex t 1;10 tioll fa ust 
ue to storII. ", anu 1:De cnorus "Destruction ' sour Clelight tl (no s 
3u ana ~l). l~ tnis sort 0 " su ~t.1eti was ~ate ' s . h e a isgui "eu 
tlis t: a lents very viell at: otn e r t iroles . 
~urcell' S usc o~ t e chorus i s also very eIi e ctlve in its IJusical 
in~enu~ty; see. for exuLI~le. tbe echo chorus "In our ~ee~ v Bulteu 
cell" (110 ~l) . b Ut tile: c. ramatic er:iect OJ:: the choruse ti i<3 vitiatea 
01' their texts vmere j,JO.1y,)o ony ooes not: oiscree;:::ly oLscure tuer., . 
i' u r c e.1 I ' s S I~ i 11 at t ii e co u r t 0 Co e s il a a Ion sac c u 5 t 01,; e u 11 i i.1 t 0 
uett irlS lines like, 
cr , 
IIhen lilona r ens uni te. hOI-! na i'l?i tllei r state; 
Li' Ley' trim.lel) ~t once oter tb ei r roes a nt;. tneir tate. 
(No Oi) 
Gre t minas against thems el ves con<3~ire . 
1 nu Shlin tile cure t hey mos".: c..e s ire . (I.o j::,) 
h e can ue than l.tu1 . there f ore. tha;::: . ior 0 iuo's aying lament 
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(no 37), Tate atte!npted no more than the following prosaic utterance: 
When I am laid in earth, 
Hay my wrongs create no t rouble in thy breast; 
Remember mel but ah! forget my fate. 
The inspiration Purcell took from this is clearly dramatic and 
situational , and the wonderful passacaglia he created is shaped 
and controlled not by its text, but by its magnificent chromatic 
. g r ound bass. 
Du .... ,. 
"'" 
-
v 
m um I &1Il laid, . Am 
LargMUc-_ 
pp ;;: ;' 
"'1 or !; 4 -6 ~o 
-.:;- .. 
7:;;. 
If it i s idle to speculate how Purcell would have reacted to 
a librettist of genius, a Da Ponte or a Boito or a Hofmannsthal, 
it is also absurd to pretend that those he had were even competent; 
his dramatic talents were not assisted b:t his li brett i sts . His 
vocal music shows us a man whose imagination could be fired 
t o powerful dramatic expression by the me rest suggestions of 
a t ext , regardless of quality o r length. "I,hen I am laid in 
earth" expands a mere t hree lines into a major aria . In this 
respect we have a notable contrast with some of t he great arias 
from the 1ast years of Purcell ' s life , like "Fr om rosy bowers" 
and "Let the dreadful engines", \~hich are set to lengthy texts. But 
" Whe n I am laid in earth" anticipat es the solutions of Bach 
ana Handel t o the problems of t e xt and music in building an 
extensi ve meditation around a short text whose phrases are constantly 
repeated, and provide the inspirational basis for an essentially 
musical development. 
9 
HANDEL: DIVORCE 
In 1885 W S Gilbert roured some of his considerable scorn upon 
The idiot who praises with enthusiastic tone 
All centuries but this and every country but his own . 
(The Mikado, I; G~lbert, n • . d., 353) 
He would have found many targets in Eighte~nth Century England, 
in another age of middle and upper class . prosperity and con,placence . 
We have referred to the French tastes brought into England by 
Charles II~ A further Continental influence i s a p par,nt ~n the 
praise which Dryden . bestows on the Italian language fB~ the 
"perfect harmony~' of its sounds (Preface to Albion !lnd Albanius ., 
1685; see Dryden, 1912, l75ff). And even Purcell, under Dryden's 
influence, could say of English music, 
'Tis now learning Italian, which · is its best master, 
and stu dying a little of the French air, ~o give it 
somewhat ·more of gayety and fashion. . 
(Preface to the published score 
l69~, quoted by Westrup, 1980' , 69) 
of Dioclesian, 
After he died a few years later, English music was to labour 
under a still greater sense of inferiority to Italian, French 
and German. 
The gap left in London's musi~al .life by his death was filled 
almost fo~tuitously by a young man fro m Halle in Saxony who 
was seeking fame and fortune, and r;>erhaps escape from the tradition 
of Lutheran Church music in . which he had _been so thoroughly 
grounded. However the immediate appeal to the London public 
of George Frideric Handel was not his Lutheran training, but 
his familiarity with Italian opera. He arrived, aged twenty-five, 
in 1710,. fresh fro'm Italy, ·where he ha d met ana learned from 
both Scarlattis, Alessandro and Domen!co, and Corelli .(see Colles, 
1928 and 1978). In 1711 his opera Rinaldo ~as performed to e~thu­
Biastic audiences in London~ . It began a London fashion for Handel 
operas with ItaJian libretti. In 1712 . he settled . in Englano, 
and his forme r employer, George, the Elector of Hanover, acce ded 
to the British .throne in 1714. 
texts began about 1717 when, 
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Hanael'svocal music wit~ English 
under the patronage of the Duke 
of Chandos, ~e wrote . . a s~t of anthems, and, in 1718, the secular 
cantata, Acis and Galatea, to a libretto l?y John Gay and others. 
Given the force of his musical pe~sonality an d the absence of 
a native successor to Purcell, English opera, indeed English 
music, fell into a remarkable decline for nearly two hundred 
years between Purcell and the quarrelsome partnership of W S 
Gilbert and Arthur Sullivan. 
But despite the success of Rinaldo, and the persistence for 
thirty years after of the ,series of Italian operas by Handel, 
the . L~ndon public was never wholly predictable in its attitude 
towards Italian opera. Ana its fickleness Juay be partly attributable 
to the alien idiom. The greatest operatiC success of Handel's 
time was a brilliant counter blast from the native tradition J. _ • 
of English culture, John Gay's The Beggar's Opera, which had 
an u~prece dented run of over a hundred perfor mances in 1728, 
and remained popular throughout the Century (see Lewis, 1973). It 
is a significant work in our narrative for its attempt to assert 
both the native tradition of English vocal music, and a relationship 
between English poetry ana music that preserves the integrity 
of both. But it was the last such attempt before the geniUS 
ot Handel established unambiguously the prior~ty of music in 
song an~ the relegation to a very junior partnershi~ . of the 
tex~. In any event, after Handel's death there is a decline 
in the stature of English music, and the manifold problems of 
the relationship that is song are not seriously faced in English 
culture again until . . the l~te N~neteenth Century. This chapter 
will consider The Beggar's Opera (Gay, ~973, an d 1982), and 
then look briefly at Handel's setting of English texts. 
If the target for Gay's satirical comment had been only contemporary 
musical fashion, it would have perished the way all "in" jokes 
do. But Gay devised a piece of drama that offered incisive comment 
L3J. 
. " -U . .l0 "/ . .l- ' L~· •. , i ,:·t o, ,_.n rv n l : l:' O~je l.atC<..l .:"llgUS1:. :J LJ.l \.i, ...... _ ..... "'- '- ~"" 
ri c.... ic,,;l .. 
lJL-, e r':'l. e Rinald o ... , :....:..: .l..i·~ r .!...l"Ci. l ... : O l L ':.;, tL '- )~ir L! t 1 . (. . .L l"::'i! o ..... e r ~ i to 
; ... e ;:; ' -:seu l!l Lc nu on , c:.l'111 i'C. L·· [Or.li-' cu. JO.j 2~ rl l\ctCti;.;on to u series 
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a tti.:..iO e l;E!o~ie hc:ve i l0~/ .t:orso t ~ l ()rde rl (JIlL. vers;il 
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receivers, was not an i d ly chosen metaphor, but a passionate 
conviction, well recognised by his audi~nce. Contemporary gossip 
gave h im ampl~ opportunity for some scathin g an6 very oirect 
attacks upon the Prime Minister" Sir Robert Walpole. His satire 
a ppealed to Hogarth, who makes several references to it in his 
paintings and graphics, most notably in a painting, now in the 
Tate Gallery, of Hache a th in the con emned cell. 
The libretto is incisively witty. Its one-liners are as pungent 
in their way as those of Oscar Wil d e. When Poll y .confesse s to 
her parents that she is married, they berate her, though her 
father concedes, 
I am not against your toying and trifling with a customer 
in the way of business. (I, vi, 17) 
When Polly protests she loves her husband, her mother exclaims 
in exasperation, 
Love him! orse an d worse! I thought the girl ha d 
been better bre e . (I, vii it 61) 
Yet . Gay .was served by no native composer. It is a droll sign 
of the times that the man who composed the overture and arra ng ed 
the songs Gay chose was the German musical director of the Theatre 
Royal, Dr Pepusch. But GaY,ma d e of necessity a virtue, and e m:-
bellished his pastoral with a ~ich variety of popular airs culled 
from a varie~y ... of s()urce.s,. ma.inlx . fro!" TomD'Urfe y 's fam ous 
a nthology, Wit and Mirth: or Pills to Purge Melancholy, published 
in six volumes between 1719 ?nd 1720,. The tunes were well cho s en 
and the lyrics finely matched. The Beggar's Opera is a far cry 
from the work of the composers "Ie have discussed so far, Dowlan , 
Campi on, Lawes and Purcell, for example, but it is rooted never-
theless in a great English traoition by its us e o f folk song 
and urban balladry. One consequence is that the relationship 
between tel<t an d music is here si~plified almost to the matching 
of melody and such clear, Simple lyrics as we discussed at the 
opening of chapter seven. Harmony is unimportant, since neither 
accompaniment nor added vocal parts have much significance. The 
thir d stanz a of the famous "Were I laid on Gr e enland's coast" 
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(Act I, air xv~l, to the tune "Over the hills and far away" 
is about the most dense harmonic texture we are offered: the 
first stanza is g iven to Ma cheath an d t he secon d t o Polly, and 
only in the third do they actually sing together. But the tune 
i s beg uiling, and Gay's simplicity of me a ns achieves a fine 
dramatic effect. With a bit wore musical sophistication Mozart 
was to use th~ . same ~tr~ctural d evice in the duet "La ci da rem 
la mano" in Don Giovanni. 
The relationship is . simplified almost to .. the mere matching of 
lyric and air, I saia. As in t he Don Giovanni du et , the other 
tact~r . o f vital importance to the impact of the songs in The 
Beggar's Opera is dramatic conte x t. :r'he very ten derness of the 
duet between Polly and. Macheath has a host of ironic contrasts 
with th~ sense of vulturine appetite that has been established 
as one of the work's themes before Macheath and Polly are brought 
together on stage. With the single ex ce ptionot Polly - and 
she is ambivalent - the characters see themselves and one another 
as consumable commo dities, and their loyalties are simply. arrange~ 
ments of convenience, truces during which they combine to consume 
a hapless third party. Peachum's opening s ong makes the point 
in very general terms (I, air il: 
Through ~ll the employments of life 
Each neighbour abuses his brother; 
Whore and rogue they call husband and wife: 
All profes·sions be-rogue one another. 
The priest calls· the lawyer a cheat, 
. The lawyer be-knaves the divine; 
And the statesman, becaus e he's so great, 
Thinks his trade as honest as mine. 
A more subtle song, in both music and te xt, is Mrs Peachum's 
"A mai d i s like the golden ore" (I, air vI. Here the real bite 
to the setting of the pastoral "among the whores and thieves" 
in New gate begins to show. The point i s not unlike that made 
by Blake .seven ty y~a r s later in his nLondon n (1977, 1281, where 
"the chartered streets" ana "the chartered Thames" are syml?tomatic 
of the usage of a society in which procreation, marriage and 
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love itself are siven out to charter - and in every social class. 
C:;' ::'3:: I:::! ~ I 
A maid is lik~ the goJ den ore which halh guill-US in - lrin -sic-:11 
(i) 
in'l, Whose worth 
" 
® 
is (ry'd ~"d im - rre~t in the mint. A 
~ .~~~~~ ___ .._~: _~.~ . .c=~~ 
® 
. guin· ca ill gold __ stamplwilh thC'n3meof her ''''"'''-::=_~ 
htTC'. now flu're: i~ buught.or IS sold. ~nJ is CUI-Icn l in n . 'r~' h~lUSC, 
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The charm of the tune halr-covers the deadly morality of the 
sentiments, very much as the polite institutions of society 
oisguise its avarice; 0ut the tune has a arive that is ap~ropriate 
to the ruthlessness of the lyric, and the climax falls rightly 
enoush on the word "gold", which rhymes so ominously with "sola", 
undercutting the appearance of a conventional tribute to wifely 
worth. The point is maoe over ana over, right through to Hacheath's 
song "The modes of the court" (III, air xliv) in which Gay so 
careiully matches a sententious ballad to the famous tune "Lilli-
bullero". Gay's fine craftsmanship is shown in the easy accommod-
ation of tne ballau into the tune's triple time, ana the internal 
rhymes at the second ballad stanza, which so perfectly match 
the phrasing or tne music. 
~ II: J. t I [ J I & b • e J. r I I J. • • I ~b J rnode''S. o~ ·d~e c.oUl"t 50 ~t'"1t..' hove: 9 row ,", J c.orn -TI-oe- f"..-ie nd . ",10;1" for "est ,<> 0 loon) 
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Polly's attempt to assert other values against t hese , attributed 
by !-irs Peachurn to "ttJose cl.rsea play-books sile reads" (I, x, 
(3), is not without a knowing wit, as is apparent in "Can love 
be controlleo oy aavice" (1, air viii). 
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Another instance is "Cease your funning" (II, air xxxvii>, in 
which Gay's skill at telling internal rhymes is once more apparent. 
® 
_ i 
arc but ma . lice 
--- ® --... 
. J~L5H~~c':~;?,:rr9~~J@:~  
con . slanllll:ln. 'T i~ mo~1 ~r-I~in by their nlr!·in~ Wo · mcnoft_ hIVe 
Nc:v - .,.hap - py 
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~t the whole setting an d moo d of the work implies that such 
attempts to break out of the social value-system are doomed . Gay's 
contrive6 happy en d ing is perhaps part of this implication; 
it is inserted, as the Player says, liTo comply with the taste 
of the town" (III, xvi, 15), a s p lendid irony. ~n one re s pect, 
the va~ue-system of society did assert itself over Gay's biting 
commentary. Sir Robert ~Ial pole, who was seen to laugh and applaud 
loudly on the opening night, never returned to the p:)..ay,. al1d, 
though he foun d it e xpedient to t?lerate The Beggar's Opera, 
suppressed its proposed successor, Polly (see Lewis, 1973,20-21), 
which was published in 1729, but not stag.e o until 1777. The 
popularity.of a ballad opera in the age of the barogue is .easy 
to ~n derstan d , but it must also be app arent why The Beggar's 
Opera is unique: even withput political suppression, the ~ormula 
was not infinitely repeatable, for it move d against the ti d e 
of European music; and had Gay , found a native composer of genius, 
it is unlikely that the partpershi p woul d have flouri s hed. In 
the event, the native composer of genius w';is not there. Gay's 
single collaboration with Hanael was Acis and Galatea, e ating 
from 1718 when Han del was still struggling with English. In 
any case, a s we shall see, Han del's treatment of text involved 
the imposition of a musically-determined form upon any text, 
poetry or prose. The dramatic treatment o f "I rage, I burn" 
and the melismata and tedious repetitions of textual phrase 
in "0 ru d dier than t~!l . cherry"T , flhow clearly that .even with 
Gay's libretto for Acis and Galatea, Handel's habits had been 
formed before 1718. 
Handel's treatment of English text naturally shows a development 
as hi s mastery of the lang uage of hi s aoopted c ountry grows . The 
characteristics of his treatment of text are well-known because 
so much at hi s vocal mus ic is well-known. The he,avy f alse empha s is 
at the openins of "For unto us" in The Messiah is a well-known 
flaw handsomely compensated by the s plendi d choral aeclamations 
of the titles promised by Isaiah to the Christ-child, '~onderfull 
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Counsellor! The mighty God! The Prince of Peace!" The melismata 
of the great choruses like "And he shall purify" or of arias 
like "Rejoice greatly" and "The trumpet shall souno" contrast, 
as is well-known, with the intrisically melodic yet carefully 
deClaimed recitative and arioso ections. Compare "Comfort ye 
my people" with "Ev'ry valley". But if . th~ outlines are clear, 
the details are sometimes obscured. The Messiah is one of those 
works we think w,e know very much better than we do, but it rewards 
fresh examination. A~ John Tobin (1969) has shown, it has been 
very badly butchered by editors, and he has shown that Handel's 
treatment ot English, though flawed, is more subtle than eoitors 
sometimes realise. We shall examine the relationship between 
text and music in his mature work first .by 100kinga.t.solJl.ething 
fairly familiar: the duet "0 lovely peace" from Judas Maccabeus 
(BanaeI, 1966) , which was first performe d in 1747. We , s~all 
tl:len l,?ok at his use of. a famous verse text in L'Allegro 11 
Pensieroso ed 11 Moderato (1965b), d escribed as an oratorio, 
and dating from 1740. And finally we shall look at his setting 
of those fine texts from the Authorised Version that were selected 
for, him b,y his friend Charles Jennens, the librettist for The 
folessiah (n.d.). 
' , ' .. . '\ .. 
The Libretto of Judas Naccabeus was, . the work of the Rev Thomas 
Horrell. 'I'he duet "0 lovely , peace" (Han del, 1966, 216-221) comes 
at . the end of the work, following the dramatic martial music 
that bears the narrative of the struggle of the Jews against 
the oppression of the Seleucid kings. For the restqration of 
peace, Morrell p rovi ded Handel with a simple quatrain which 
may owe its imagery to the closing verses of Psalm 65. 
0 , lovely peace with plenty crowned, 
Come spread thy blessings all around; 
Let fleecy flocks the hills adorn, 
And valleys smile with wavy corn. 
Handel sets this quatrain in an easy, flowing 6/8 in G major. The 
opening vocal phrase is given once, clearly, with propsr accent-
uation, before Handel expands it with repetitions and sequences. 
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When the expansion comes, the accentuation is changed, and in 
the second line of text, it is left to the sinaer to avoid too 
, . , 
gross a misaccentuation on "thy". The first voice concluaes 
on Fsharp, from which the ,lower voice picks up in the key of 
D major. The voices continue in imitative counterpoint repeating 
~O lovely, lovely peace". The effect of the whole, with flute 
and string parts above the voices, is an exquisite hyn,n to p eace 
achieved, as always in Handel, by a deceptive simplicity of 
means. The second couplet is ,given initially by, ,both voices 
homoph~nically without repetitions. But as he develops the imagery 
of pastoral plenty, it is the final line that attracts Handel's 
attention. He decorates the word "smile" \~ithone of his charac-
teristic dotted quavermelismata, as if it were a gentle laugh 
- again perhaps thinking of the wording of Psalm 65: 
The valleys also shall stand so thick with corn that 
they sha+l laugh and sing. 
The gently windswept corn is depicted in the famous quaver figure, 
fOlded in, voice after voice. It is interesting that the German 
translation completely misses the specificity of the musical 
imagery by rendering "wavy corn" as "die goldne Baat". Throughout 
the piece it is clear th~t an understanding of the text is necessary 
for an un derstan d ing of the music. However, Han d el has made 
prose of it in order to submit it to his musical purpose. The 
aDagio in the last phrase of the vocal part is followed charact~r­
istically by an instrumental conclusion recalling the material 
of the introduction. 
~Iorrell's verse is not distinguished enough for us to complain 
that Handel d ismembers it; but this can hardly be said of his 
treatment of Milton's "L'Allegro and II Penseroso" (Milton, 
1966, 88-96). The libretto for Han el's setting (Handel, 1965b) 
was compiled from Milton by Charles Jennens, who had the ,temerity 
to add a section of his own, "II Moderato". Though Bandel later 
suppressed this sec~ion,Wilfrid Mellers has claimed that it 
contains some ot his finest music (1965, 262-265); Mellers attributes 
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its continued suppression to British outrage at the insult to 
t ilton. Jennens's text , begins, 
Hence, bo~st not, ye profane, 
Of vainly-iancie'd, little-tasted pleasure, 
Pursued beyond all measure, 
And by its own excess transform'd to pain. 
Come, with native lustre shine, 
Hoderation, grace divine, 
Whom the wise God of nature gave, 
Mad mortals from themselves to save. 
Keep, as of old, the middle way, 
Nor deeply sad, nor idly gay 
BUt still th~ same in look and gait, 
Easy, cheerful and sedate. 
If this reminds us more readily of Isaac Watts than of Milton, 
it is because Jennens offers us an Eighteenth Century reaction 
to a Seventeenth Century poem~ His entire libretto. and Handel's 
treatment of it, make an extraordinary commentary from the Eighteenth 
Century upon Hilton's youthful virtuosity. Mellers argues persua-
sively that this is one of Bandel's finest and most profoun d 
works a·lellers, 1965, 257): 
••• the pantheism of L'Allegro is th~ closest Handel 
ever came to religious experience - even closer than 
Messiah. So the first - two parts bf the work are an 
exploration of man's ~ssential natur~, arid l'Allegro 
{the sanguine man) and il Pensieroso (the melancholy 
man) are the two poles of the human spir it. •. Al though 
they are opposing forces, they ~recomplementary, 
both being within the, mind : thus the work is dramatic, 
though the , drama is not projected intp spc~al ritual. 
Of the resolution of , this conflict in II Moderato, he says; 
In II Moderato there is only one , 'character'; the 
mina is no longer a dualism, though it assumes multiple 
forms. 
(Ibid, 262) 
My main quarrel with Mellers's judgement is ,that I dispute the 
even-handedness of Handel's exploration of these poles of the 
human spirit. Mellers attributes the ebullience of Handel's 
"L'Allegro· sections to a conscious thematic d ramatisation of 
the sanguine humour, distinguishing it from the distracted character 
of the melancholic. Certainly Handel consistently finas power f ully 
attractive musical imagery for mirth, joy, holidays, and a whole 
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range of pasto ral ,pleasu r es , bu t contemplation , on t he other 
hand , i s not always as attract i ve . Handel fails to exploit even 
such lines as these ("II Penseroso" , 1 1 161-1661: 
There let the pealing organ blow 
To the full-voiced qui r e below , 
In serv i ce h i gh and anchems clear , 
As may with sweetness , through mine ear , 
Di ssolve me into ecstasies , 
And bring all heav 'n before mi ne eyes. 
. He gi ves this passage a rather desultory treatment (1965b, 132-1331 . 
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If there is a prejudice in Handel towards the sanguine temperament, 
then it contradicts the grand design as Mellers describes it. But 
in any case, there is a d iscrepancy between ! ilton's design 
and Handel's, as the dismemberment of Milton's poem shows • . That 
Jennens· and Handel adde d a section devoted to "11 Moderato" 
is a denial of Milton's design, which rejects the negative aspects 
of the two humours, . and offers hymns to the positive aspects, 
JOY and contemplation respectively, like a two-movement symphony. 
Milton's contrast is translated in the music into an argument 
between "L'Allegro" and "11 Penseroso", with passages of one 
juxtaposed against passages of the other. Mellers makes the 
very important point that the lack . of . specific vocal. characterisation 
for either humour is part of the assertion that these humours 
are pres~nt in all of us. Even without "11 Moderato", the work 
is planned on a grand scale as a two-part oratorio wi th numerous 
movements contrasted in tempo and texture, and a performing 
time of about two hours. 
The tendency we noted in Purcell to expand less and less text 
into more and more music. is, of course, continuea in Handel. Thus, 
a number in this oratorio, whether solo or chorus, rarely uses 
more than ten lines of text, an d usually rather less. The work 
begins, logically enough, with the opening lines of each poem 
placed in sequence, although Jennens cuts three lines of "11 
Penseroso" in a clear de claration that the symmetry of Milton's 
des ign, each poem opening with ten lines, short ana long lines 
alternating, is to be replaced with a different structure. These 
two introductions, rejecting the negative aspects of Melancholy 
and of Mirth, are set as dramatic arioso for solo tenor and 
so prano respectively. They are followed by the two invocations 
to the positive features of Mirth and Melancholy. Here Handel's 
prejudice is apparent, and Jennens's too, for he makes substantial 
cuts from the, text of the "II Penseroso" invocation. Handel 
sets the "L'Allegro" section with energetic lyricism, but the 
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section from "II Penseroso" lacks the sense of calm that Milton 
evokes. It is as if Handel were bothered by the term "Melancholy" 
and failed, surprisingly, to realise the significance of Milton's 
Italian title; for it is calm contemplation that Hilton is invoking. 
The famous lines beginning "Haste thee nymph" are set to a fine 
tenor aria and chorus that employ some very graphic word-painting. 
Again, it i s a p parent fro m the beginning that Ha ndel deriv e s 
his inspiration from the text and is dependent on it, for it 
i s clearly articulated, properly accented and profusely a nd 
lovingly illustrated; but the frequent repetitions of word and 
phrase make it clear that Handel is treating the text as inspired 
prose, and the work has become a meditation on a theme by Nilton. 
The word "laughter" provo kes an o r gy of mirth from Ha ndel, with 
a pun on the first syllable of "holding" (1965b, 12-14). 
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In the choral section, this mirth -become gales of infectious 
laughter .peal ing through four-part polyphony. 
The next two lines of text ("L'Allegro" 11 33-34), 
Come, and trip it as ye go 
On the light fantastic toe 
are similarly expanded with ingenious word-painting into aria 
and chorus, this time in a tripping 6/8. This tripping chorus 
in C minor is juxtaposed with an exquisite aria and chorus in 
F minor to the lines beginning "Corne, pensive nun, devout and 
pure" ("II Penseroso", 11 31-44). Handel runs through this a 
particularly lovely ground bass, an image of her "even step 
and musing gait". It begins like this (Handel 1965b, 25-26): 
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A little later Handel commits one.of his unfortunate errors 
of accentuation (1965b, 27). 
~b "f r t p r J 
.I oJ: .;: I f .. I> "'i~ 0\ !>acl leo:! _ e."l clown - ",ard ",<\",1:: 
His intention is clearly to illustrate the word "leaden", but 
the disposition of the syllables and the top G cause an awkward 
emphasis on the indefinite article. 
So the work proceeds: Handel builds his oratorio on powerful 
contrasts, taking Milton's poems as his point of inspirational 
departure. But the work is no- more a setting -of "L'Allegro and 
11 Penseroso" than theVerdi-Boito Otello is a setting of Shake-
speare's Othello. In some respects we might see Handel's oratorio 
as a precursor of those Nineteenth Century overtures and tone-poems 
which expressed the composer's re sponse to, say, a Shakespeare 
play, through purely instrumental music; if we concede that 
the use of the human singing voice makes an important difference, 
we should nevertheless not overlook the similarities. As a last 
illustration of the process of translation, let us consider 
the da capo chorus "Populous cities please us then", with its 
introductory bass solo <l965b, 90-99). Nilton wrote 
Towered cities please us then, 
And the busy hum of men, 
Where throngs of knights and barons bold 
In weeds of peace high triumph hold, 
With store of ladies, whose bright eyes 
Rain influence, and judge the prize 
Of wit or arms, while both contend 
To win her grace whom all commend. 
("L'Allegro", 11 117-124) 
Handel's imagination seems to have been seized by the phrase, 
'~the busy hum of men", which he could hear as the basis of a 
dense sound built up in multiple entries. The three content 
words of that phrase gave him the means of simulating the buzz 
and hum of a hive, and he repeats the words at length. This 
is also the phrase of text which he repeats in the da capo section. 
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Nell-ers commends Jennens for changing " •.• the romantic 'towered' 
to the realistic 'populous'" (1965, 261). Certainly it justifies 
the musical foregrounding of "the busy hum of men", but again 
I ilton's intention is defeated . Handel might have seen the pleasures 
of "populous cities" as some of the "vain deluding joys" of 
the openinQ line of "II Penseroso", and so have expressed the 
comlementarity that Mellers · discusses; but Hilton clearly meant 
to take a positive pleasure in the very "romantic" notion that 
hellers censures by im p lication. Why else would Milton have 
cont.inued by referring to the traditions of chivalric behaviour 
and courtship? The idealistic mythology in which it is set by 
/. ilton conj ures a very different sort of "busy hum of .men" from 
that of Bandel. The music thus forcibly foregrounds a part of 
the text that the poetic structure does not. The second part 
of Bandel's chorus, beginning ~t the line 
Where throngs of knights and barons bold 
makes no semantic sense, though its homophonic dignity neatly 
complements the polyphony that precedes it, and contrasts well 
with the less pompous following section in a minor key with 
a contrasting tempo, "With store of laaies". 
T,he functions of "translation" in George Steiner's special sense 
(supra, IB) are so complex and so varied that it is pOintless 
to insist ~n every' ca:se , on close correspondence; but Handel's 
L'Allegro ed I~ Pensieroso illustrates how far apart English 
music and English poetry had drifted by the mid-Eighteenth Century, 
a distance e.xaggerated by the century that separates the original 
text from Handel's magnificent oratorio. To see how Handel used 
a prose text in English in his maturity, we shall turn to more 
familiar material. 
The story is told of a cleric offering to find suitable texts 
for Handel to set for the coronation of George II. Bandel replied 
that, as a good Christian, he knew his Bible, and would find 
his own texts, thank you. The consequences inclu ded "Zadok the 
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priest" and " l1y heart is incii ting" (see Dean & Hick s, 1980, 
103). In addition to showing something of the man, the story 
is a commentary on the times and on Handel's expectations of 
his audience. For, in setting litur.9ical or biblical prose, 
the post-Reformation composer could take for granted the familiarity 
of his listeners with the passage set. This alone would justify 
a look at how Han d el set biblical text, for the problems of 
making the text intelligible to the listener are significantly 
oifferent for a biblical text from those relating to, say, a 
poem by Milton. After two centuries of religious strife and 
controversy the demands of ecclesiastical decorum in church 
music, at ,least in the Church of England, the Lutheran Church 
and the Catholic Church, were less stringent than they haa been, 
and baroque ebullience found splendid musical expression in 
the dense polyphony evolved in the new harmonic idiom. AUdible 
intelligibility of every part of the text was not demanded, 
so that the ~r illiant fuga~ choruses of, say, Vivalai's Gloria 
or Bach's Mass in B minor were accepted as devout meditations 
upon a theme with which the congregation was assume d to be familiar. 
Handel had at his disposal not only the resources of tonal harmony, 
no longer by his time so tentative, but also dense~ instrumental 
textures than Purcell had commanded. In The Messiah the role 
of instrumental accompaniment in evoking appropriate moods is 
vital. Examples spring readily to mind. The recitative "There 
were shepherds" is accompanied by simple continuo, but the appearance 
of the a~sel is ~eralded by a dramatic chan.ge of key and the 
ecstatic intrusion of the strings with their repeated rising 
arpeggios. The bare continuo res~mes . ~t "And the angel said 
unto them", which is virtually recitativo secco, but this is 
fallowed by the strings, in rapturous ostinato, offering a commentary 
on the angel's announcement. The vocal passage, "And sudoenly 
there was with the angel" is virtually a solo prelude to the 
great chorus that follows, "Glory to God'~ (Han del, n.d., 90-93). The 
bass aria "Ii/hy do the nations?" (n.d., 232-242) is prepared 
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bY fourteen bars of furious buzzing on the strings. Similarly, 
the vocal part in the aria "The trumpet shall sound" (n.d.~ 
301-312) is prepared carefully by the atmospheric recitative 
using the text, 
Behold, I tell you a mystery! vie shall not all sleep, 
but we shall all be changed, in a moment, in the twinkling 
of an eye, at the last trumpet. 
This establishes the theme of the aria, which is then introduced 
by . twenty-nine bars of brilliant trumpet fanf~re; and the trumpet 
continues as a vital part of the entire da capo section. 
With so . much, and such familiar material to choose from, we 
shall examine in detail simply an example.each of Handel's treatment 
of recitative, aria and chorus in The Messiah: the consecutive 
items, . "For behold, darkness shall cover the earth", "The people 
that walked in darkness" and "For unto us" (n.d., 65-87). 'l'he 
texts are taken from Isaiah (60, 2-3; 9, 2;. 9, 6). 
For behold, darkness shall cover the earth, and gross 
darkness the people. But the Lor d shall arise upon 
thee, and his glory shall be seen upon thee. And the 
Gentiles shall come to thy light, and kings to the 
brightness of thy rising. 
The people that walked in darkness have seen a great 
light. And they that dwell in the lan ei of the sha d ow 
of death, upon them hath the light shined. 
For unto us a child is born, unto us a son is given: and 
the government shall be upon his shoulder: and his 
name shall be called Wonder f ul, Counsellor, The ~\ ighty 
God, The Everlasting Father, The Prince of Peace. 
'I'he darkness is represented initially by a brooding string ostinato 
in which the tonic B minor chor d oscillates tensely with the 
chord of the dominant seventh. With the voice's descent through 
the notes of the B ~inor chord on the phrase "darkness shall 
cover the earth" it seems to evoke the darkness of the void 
before Creation. But the subsequent phrase, "and gross darKness 
the people", evokes a man-made, post-lapsarian darkness. It 
is characterised by the d ownward leap of a diminishe d fifth, 
that d~scordant interval that seems to violate all c ~he laws 
of concor d , ana has been characterise d as diabolus in musica. As 
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at the next utterance of "light" into G major and thence to 
A major as Handel recalls the descending major scale passages 
of the arioso, but this time on the wora "light" and at a faster 
tempo. Again, by the fundamental opposition between darkness 
and light, Isaiah's promise is presented as a means of redemption 
from the Fall into the original light of Creation. The second 
half of the aria, moving on to the second sentence of its text, 
emphasises this point. But the sentence is not completed until 
the fourth musi cal phrase, and from here the music gradually 
abandons its discoraant character, resolving finally onto the 
original B minor in a penitential acceptance of the promise 
of redemption from "the shadow of aeath". 
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rr'he t ex t of II E'o r un.to · u s ll conta i ns t he justi i i cation oi I sa i ah's 
p r om i se . F r om t he B mi nor cade nc e of t he p r e c ea i ng aria , t he 
c ho r us beg i ns i n a joyf u l G majo r , with t he o rches tr a announ ci ng. 
t he t heme before t he sop r a n os , c ont r as ti ng wi th the solo bass , 
enter w1tn the f i rst phrase of t ile c e:: t . Refe r ence has al r ea~y 
been mace (sup r a , 2 38) t o t he heavy fa l se emphas i s on t he openi ng 
wo r Ll . 
1$ • r~ J ! ! I I -+: .Ii • e e c t ~ J ; J t 1 • • b ! OJ 
f oy Un· tc:a U. Q cn;ld h. bor "i. 1 un-to u" C\ ~,.., f. 
J¥ J l f • I ~ • e I ~ G i Y G -• • J • 
g'v'o _ t o u. <> . , u~ 
""" 
, .. ~I"" 1""\. 
~ven the taIling f i g ur e to r the repeatea " unto us " seems baaly 
accenteo , especiilily wilen a choir s ~ ngs i t as t h ree evenl:,' accentea 
s yl lab l es . A wo r o of ca uti on is necessil r y , hmveve r, aDout eai to r s , 
euitions an~ Jerfo r ruances . Altnousn ialse em~hases C~~ oe fauna 
sporaoically throughout Hanael's wo r k , ano although many can 
oe a ttrl~Ute u as ~1~~siL1Y , tu toe sp2e~ ~/ith vnich ile \lr OCe 
as t o t he tact t hat he was not wo r King i n h i s na ti ve language , 
SOLiC at l east:. ot t he oGGit1.es or a ccentua t ion can be attr i ..)t.:tEa 
to nanael ' s eo i to r s r athe r than t o the c ompose r . John Too i n ' s 
i m~o r ~an t wo r k on the @anuscri~t so yr ces ana t he v rin~ eo eu itions 
( 1969 ) has dem onS t rated that Ha n cel \"as fa r mo r e ca r etu l in 
n i s maturicy at sec t illS Engl i sh te~t t~an has bee!1 su~~osed . T001 fl 
snolVs (1 :;60 , 135 - 136) thai: Handel WaS c onsc i ous of the sor t s 
o i e li s i o n t ha t t he r hy t hms o~ Eng li sh r equir e , which i s why 
I have sc o r ed " g i ve n" above as a monosyll a b l e , a na s e t i t to 
a c r otchet rathe r than to two q uavers . As t o the ph r ase " unto 
u s ", it i s g iv e n a ri s ing f i g ure i n th e ten o r part much l a t e r 
in t he c ho ru s (ba r s 7 5 - 7 &) whe r e t he leap on to t he wo r d "u s " 
make s it someh ow eas i e r t o a c cen t p r ope rl y ; whic h i s pe r haps 
an in d ica ti o n t ha t, wit h c a r e , it can be ma d e to s oun d mo r e 
natur a l t h an it usually does i n th e orig inal soprano entry . One 
c ould als o ar g u e t h at t h e heav il y ac cent ed " Fo r" , i f u nus u a l 
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and somewhat i 6iosync r at ic, i s a periectly legitimate stress 
• 
laid upon the conjunction to unaerline the logical structure 
of the argu~ent proceeaing fro m the p revious aria . Certa i nly 
Handel is i nsisten t about the emphasis, for the phrase is frequently 
r e~e a teo , and takes no other accentuation . hhen ne wishes to 
emphasise a oifferent portion of the sentence, the conJunction 
i s conspicuously croppec , as the voices explore various meanings 
ana components of the text "F or unto us a child is born , unto 
us a son is given. 11 ~ne instrumental scoring 1S spare , ana the 
variations are often utte r eo against a backgrounG of vocal r,lelismat:a 
by so~ranos or b~sses . At the phrase 'I An t he governDent snall 
oe upon his shouluer" rlew ~elc6ic material is usee an~ ~h e voices 
at " 
the ~hrase i n iugal entries wh ic n becol.,e hOQo~honic 
and his name shall be calleti •.. ", to make clear th e 
sisniricance ot t he ti t:les \vr-, ich are ? r oclai,aea i n J oyr ul hOmOl'nOI!Y . 
Here asain , the accentuation i s scrupulously accurate. (JUt 0:( 
t:le ~roclart.ation u'.i..!ne ilrince 0:.: Peace ll ti.l e inciviuu a. .i tJarts 
~ick up a ga in the phrase I I ~ntO us a cnild is ~o r nl', as it li~nLe L 
is r eDinoing us 01: tne vrOhlise sive n in a .iat f::r C~lC_:..-, t ~=r CI: I':;;Cli,_d!: 
• 
"na a litt.le cnile shall leaa ther.l. <11 , ti) 
'i'he rest of tne cnorus is an el.t:encec cievelopr.~ent of the ideas, 
uO-CD musical wnG se:"antic , that D.:lve Deen announcet.. al re ac.y . It 
, 
incluaes one of Tobin's Qost telling instances of Hanael ' s care 
witn te~~ ana ai his e6icors' c a r e l essness . S~ccessive tenor 
ana soprano entries are mace to the text "Ana t:he governQent 
silall De uL_on his shoulcer " (bars 61-60,). ELOitians and performances 
irequently render the ph r ase as 
~ -1M" J~ iJ. ; f g Ip' ;, ~g E Q"C Mr IF F 
and the GOY _ ern-ment shall be up-on his shoul der 
But Tobin pa i nts out that Handel's autograph gives t he much 
more logical 
~~~~~~~t~he~~~~~~~~~~~'-~-II~~'~~_L~I~I~b~~U~~-~O~~~~h~i6~S~ho~~~.d~e~,~.~ I And ~O ..... - et""1""]-I"n'l:n\.. ,.,~ Pe J ':>nO e.. r 
which is better accented because it places the ~limactic octa~e 
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leaf! in the 1I10St logical position on the most logical word. Handel 
sk ilfully juxtaposes polyphonic sections with homophonic, being 
ca re f ul always to preserve th e homophonic p roclama tiop of the 
titles, and the chorus ends with their triumphant repetition. 
The movement from this chorus to the Pastoral Symphony is mas terful. 
Handel ma kes one of his characteristic shifts into the subdominant, 
f rom G majo r to C ma jor, and offers us a moving contrast in 
rhyth,m, tempo, dynamic and texture with an entirely instrumental 
da capo p iece, which bridges the gap be tween Isaiah's p ro phe cy 
a nd its fulfilment. Out of the quiet of the Pastoral Symphony 
comes t he wonderful sopran o recitative "There were shepherds". 
The compelling power of Handel's design is, as we can see, based 
upon a p ro fo un d reaction to his textual material. His u se of 
the resources of the musical language of his time forms a most 
i mpressive and moving commentary on the meanings of his text. The 
aria grows out of the arioso and prepares the way, for the chorus 
that follows. Multi p l e repetition of elements of the t ex t is 
an essential feature of his vocal writing. In other wor ds , brief 
passages of i nspire d rhetorical p rose were precisely what his 
method demanded. In this characteristic he is part of the mainstream 
~f baroque mus ic. Johann Sebastian Bach was an exact contemporary , 
born also in 1685. In . Bach's work again, text is the essential 
starting point for profound musical exploration. Whether text 
is devotional verse, as i l1 Wachet Auf ·! and Ein ~este , B~rg, or 
liturgical , as in the Magnificat ,ana the .. J1asf> in B minor" or 
d ir,e,c;tly biblical, as in the St Matthew Passion and the St John 
Passion, Ba ch uses it for th e , deve lopment of high arama~ 'l'pis 
i~ ,p~~ haps nowhere more movingly evident than in the St John 
Passion, where St John's own sense fo r d rama tic detail p rovi de s 
Bach with the perfect vehicle for h is talents. 
I f J S Ba c h 's place in the mainstre am was sometimes overlooked , 
British patrons and audiences were able to absorb his influence 
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through the work of his son, Johann Christian Bach, who spent 
the last years of his life in Britain. A little later Haydn 
was very popular with London audiences, which had become cosmopolitan 
in their musical tastes. Meanwhile, the native British musical 
tradition was muted; 'I'homas Arne and, illiam Boyce are minor 
figures in the history of European music, and their contemporary 
au diences knew it. English song in the later Eighteenth Century 
was distinguished neither in its music nor in its texts. 
10 
NECESSARY CONJUNCTION: THE HOLY LIFE OF MUSIC AND OF VERSE 
This study has not set out to g ive a history of song, not even 
of English song; it has, rather, used an historical framework 
to study a problem in aesthetic relationship. In concentrating 
on song using English text, and in ending its survey with the 
death of Handel, however, it has largely neglected a great period 
of song. In the early Nineteenth Century Franz Schubert developed 
song anew using ",iano accompaniment, an d helpe d found virtually 
a new genre. He was followed by a group of Lieder composers 
of enormous talent, all born within the first sixty-five years 
of the century: Berlioz, Schumann, Brahms, Dvorak, Faure, Duparc, 
Wolf, Mahler, Debussy an d Richard Strauss. By the end of the 
century there had been a revival in British music, and song 
in £nglisll was beginning to fin d again a native idiom through 
Sullivan, Parry, Stanford, Elgar and Vaughan Williams. In this 
concluding chapter, as we craw together the threadS of the argument, 
the historical framework will concern us still because it is 
necessary to recognise how d evelopments in music ana in poetry 
since the Eighteenth Century have altered the relationship and 
have revealed new features and new solutions to an 010 problem. 
We may see the Age of Reason personified by Don Alfonso in Cos! 
fan Tutte. 'rhe opera takes a retrospective glance at the Eighteenth 
Century, and finds it wanting. As in Le Nozze di Figaro an d 
Don Giovanni, which preced ea it, the threat o f alienation that 
lurks beneath the surface of human experience is very apparent; 
there is a sense that the order that had governea European society 
is disintegrating. And indeea it was; the opera was first performed 
in January 1790 in Vienna. but wherein lies the threat of alienation 
in this comedy which marries exquisite music to a text of cynical 
farce? Da Ponte's plot revolves arounD a wager betl~een an ageing 
cynic, Don Alfonso, and two young men, Ferrando and Guglielmo, 
concerning the fi d elity of the ladies betrothe d to the young 
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men, Dorabella and Fiordiligi, respectively. As part of the 
wager, Ferrando and Guglielmo claim they are called away suddenly 
on military d uty, and they take their lugubrious farewells of 
Dorabella and Fiordiligi. Shortly after, they return disguised 
rather improbably as Albanians and each begins to woo the other's 
lady. Dorabella's resistance is mild, Fiordiligi's strenuous, 
but of course each is overcome by the charms of the wooers. Nuptial 
contracts are then drawn by a fake notary, the ladies' maid, 
Despina, who has her own bran d o f p ragmatic cynicism. 'l'hen the 
oisguises are removed, and the in d ignant young men and their 
mortitied lad ies apparently mollifie d by Don Alfonso's a d vice 
to take life as one f in d s it and to let reason only be one's 
guiae (John, 191:l3a, 12L). 
Fortunato l'uom che prende 
Ogni cosa pel buon verso, 
E tra i casa e Ie vicende 
Da ragion guidar si fa. 
But Ivhat are we to assume Don Alfonso's experiment has proved: that 
women are all the same, "Cosi fan tutte"? Da Ponte may have 
intended this, but Mozart's music probes deeper. The exploration 
of sexual iaentity in Le Nozze di Figaro and Don Giovanni, ana 
the consciousness in those operas of the hypocrisy of proprietorial 
male attitUdes cannot simply- have reverted in this work to minclless 
cynicism. In Cos1 fan Tutte, as in the earlier operas, a great 
deal both of the plot, and ot the thematic significance is dependent 
upon isguises assumed and then discarded or discovered. What 
oisguises are removed here? Don Alfonso is clearly right in 
his belief that the lovers are merely role-playing when we originally 
meet them; but they take more seriously than he does the new 
roles which he thrusts upon them. The Ferrando an d Guglielmo 
who return "as themselves" at the end are no more the young 
men who took the wager than Dorabella and Fiordiligi are the 
women they were betrothed to. All four have made painful discoveries 
of self, most notably, the music tells us, Fiordiligi: the passion 
which she o iscovers in the second act is an entirely new level 
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of sel f -awareness, and is ee p ly d isturbing to her. Noreover, 
neither score nor libretto gives us any clear idea of who in 
the end pairs off with who m. There are hints about who should 
be paired: Fiordiligi's depth of teeling is nearly matched 
by Ferrando's, as Dorabella's superficiality is matchea by that 
of Guglielmo - althou gh the women are given the more individual 
characterisation by Mozart, as if the men were conaemne6 by 
s ociety never to drop their disguises entirely. Also, when Fiordiligi 
attempts to tly in d isguise from her a ilemma, it is Ferran d o's 
uniform she chooses for herself and Guglielmo's for Dorabella. At 
all events, the only character for wh om nothing seems to have 
changed by the end is the representative Eighteenth Century 
"philosophe r", Don Alfonso. The philoso p hy he offers is inaa equate 
to the situation as the others have perceived it, however. 
The pe rforming history of this work, and t he amenoment s it suf fere d 
(see John, 1983al suggest it was received with incomprehension. The 
sort of introspection that is apparent in Mozart's later work 
violate d Eighteenth Century norms, because the music of the 
Ei ghteenth Century, both baroq ue an d classical, could be sai d 
to have lacked intimacy on the whole. Passion it had in abundance, 
and gr a ndeur, but its f eeling ten de ~ towar d s extrov e rsion. And 
the vocal music of the Eighteenth Century tended to be public 
and occasional. When it use d poetic text the p oetry ten dea to 
be subordinated in ways that we have seen; but it was often 
poetry of such triviality that the subor dination could b e welcome d . 
Vlhile t1ozart's later work maintains the exquisite formal poise 
and grace of the classical period , it looks forward in its p sycho-
logical intensity to the romantic age. The change it heralds 
is ma d e manifest in Beethoven's wor k . One of his last, most 
extravagant gestures in vocal music, was to incorporate into 
the last movement of his last symphony a setting of Schiller's 
p oem, "An d ie Freude". Never has a lyric poem had so grandiose 
a setting. Not the finest of Ger man romantic lyrics, it owes 
its immortality to being swamped as a poem by sheer weight of 
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musical sound ana texture. The central focus of Beethoven's 
setting suggests that he derived much of his inspiration from 
the single line, 
AIle Menschen werden Brader. 
This is, by its doctrine, public, extroverted music. It contrasts 
significantly with the Missa Solemnis, written about the same 
time, whose profound personal declaration of taith looks inwar d 
at the composer's soul. The Missa Solemnis is public music in 
its use of the liturSY of public worship an d in its scale, but 
it contains moments of great intimacy, and even its public declar-
ations of creed come with the force of pe rsonal confession. 
There is a passage in the Credo which declares the Romantic 
Revolution as clearly as d oe s Figaro's aria "Se vuol ballare, 
Signor Contino ll (vide supra, 224), though it is concerned with 
the relationship of man to God , not of man to -man . Traditionally, 
a setting of the Credo marks the "Et incarnatus est" as a distinct 
section, as \qe saw i n Byrd's Mass for Five Voices (supra, 9 2). It 
is liturgically a moment of great ritual drama at which, f or 
centuries the celeb rant and con g r ega tion genuflected or prostrated 
themselves at the mystery of the Incarnation. Beethoven begins 
the section (1971, 65-69) with a shift from B flat maJor to 
D minor, and the music moves in the traditional reverential 
q uiet down to the phrase " ••• ex Maria Virgine"; but out of a 
choral cadence then arises the solo tenor in a powerfully affirmative 
D major proclaiming "Et homo factus est.1I As the soloist turns 
over the phrase in wonder, the chorus softly echoes him. In 
a major break with the traditions of litur gical music, Beethoven 
he re celebrates the grace and dignity of man in the spirit of 
the psalmist q uoted by Jesus in John 10, 34: 
I have said, Ye are gods; and all of you are children 
of the Most High. (Ps 82, 6) 
'l'he music then moves discordantly back to the minor key on "Cruci-
tixus etiam pro nobis". It has g iven us a g limpse of man as 
h e might be, in contrast with man as he is, and in this contrast 
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the blandness of Eighteenth Century reason dissolves. After 
the Missa Solemnis and the Choral Symphony Beethoven set aside 
the resources both of the orchestra and of the human voice to 
work out his musical last will and testament through the intimate 
medium ot the string quartet. 
The Romantic Hovement was a revolution against the Age of Reason, 
ana the revival ot art song - in the restricted sense ot solo 
song using poetic text - can be attributed to causes similar 
to those which d rove Beethoven back to the string quartet. In 
the first chapter I insisted on the continuity of song from 
charm to opera, quoting Eaward 'I' Cone (197 4 , 21): 
If every song is to certain extent a little opera, 
every opera is no less an expanded song. 
That continuity is a necessary premise to an understanding of 
the relationship between text an d music. But it is, I think, 
significant that the finest examples in our evidence of a matching 
of good poetry and good music use the intimacy of a single voice 
and a single instrument or a small consort. In other words, 
for poetic text, the intimacy of what is usually call eo art 
song has been throughout several centuries the most effective 
vehicle. It is difficult to see how as intimate a medium coul d 
have flourished in an "Age of Reason". Cosl fan Tutte helps 
to show why: the "charms" to which the la d ies succumb are in 
f act songs, and their consequent dilemmas are expressed in song. 
Perhaps the least charming of the lovers, Guglielmo, finds it 
impossible to join in the nuptial canon because he is in a state 
of uncharmed anger. Charm is, in fact, antithetical to reason. 
Dictionary characterisations of the Romantic Hovement (the OED 
is no exception) stress its p reference for feeling over form, 
imagination over reason, anarchy over or der, and so on. Despite 
the crudity of such characterisations, we can discern in the 
literature and music and painting of the time a less mechanistic 
psychology giving more importance to imagination ana intuition 
than had the Eighteenth Century. Blake valued reason for its 
power to organise the mass of data received from the senses: 
~nergy is the only life and is from the bo dy and reason 
is the bound or outward circumference of energy. 
(The Marriage of Heaven and Hell, 1977, 181) 
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Similarly, the German Romantics found an underpinning to their 
ideas in the work of Immanuel Kant, whose Critique of Pur~ Reason 
of 1781 and Critique of Practical Reason of 1788 are key documents 
in the Romantic Novement. 
We have traced the tendency of music to use smaller and smaller 
snatches of text within larger and larger musical designs, an d 
have seen how, following this tendency, composers have found 
prose as effective as poetry, and have frequently dismantled 
~oetry into prose. The practice is still prevalent, as an examination 
of Britten's War Requiem woul d show (vide supra, 30). We have 
also glanced at the problems involved in subsuming stage drama 
into music. But opera falls mainly outside the scope of this 
study, for the reason that so little good opera uses English 
te xt. 'l'he further development in the Nineteenth Century of opera 
as dramatic art, at a time when stage drama was foundering, 
is a major study in itself, revolving a bout the massive talents 
of Richard Wagner and Guiseppe Verdi. At the end of the Nineteenth 
Century, when Henrik Ibsen an d Anton Chehov le d a revival of 
stage drama, it produced works that, by their standards of realism 
and their overt philoso ph isin g , stood diametrically o~posed 
to opera. Indeed, .Chehov's stories offer far better libretto 
material than his plays. In terms of text-setting , one magnificent 
experiment, alas unique, deserves mention: it is Debussy's only 
opera, Pelleas et Melisande, in which Debussy create d an extra-
ordinary drama of brooding passion, keeping an impressive fidelity 
to the speech rhythms of the text as he received it from Maurice 
Maeterlink, and repeating practically nothing; in effect, an 
opera consisting almost entirely of recitative. It is as if 
Debussy ha d decided to create a "music drama" as unlike Wagner's 
as he coul d make it. 
265 
The large-scale works of vocal music, opera and oratorio, clearly 
offer a different set of problems to the composer from those 
posed by art song, where the musical form is miniature and the 
sound less dense. Art song is, in a sense, a very specialised 
form of chamber music, and thrives on the same sort of concentration 
of material. I wish to conclude this study by summarising what 
it has to say about the combination in song of poetry and music, 
and by taking note of the differences between song since Schubert's 
time and song in the period covered in detail by this study. 
At the beginning of chapter seven we summarised the qualities 
req uired of lyric poetry if it is to be used in song. In essence, 
what is required is simpl ici ty of form, of syntax and of semantics. 
But the sort of simplicity d eman ded under these headings needs 
specifying. Of the three categories, semantic simplicity, as 
we saw, is the most problematic. The sort of layering of meanings 
that can be achieved by symbolism and by parallel imagery can 
involve a very high degree of semantic complexi ty; and accompanying 
music can add its own layers even of directly linguistic meaning 
by, say, quotation from a well-known folk song or hymn tune. He 
saw how Campion achieved this, both in the context of a masque, 
ana, with a oifferent text, in a separate son g , '''l'he peacefull 
westerne winde" (supra, 154-155). We accepted Hayne Booth's 
observation that semantic com p lexity which "makes kinks in our 
reading making us look back and revise" (1981, 80) works badly 
in song. 
The requirement for formal simplicity is determined from our 
evidence that complexity of poetic f orm sets considerable problems 
tor composers. Even an English sonnet seems too complex a form 
to survive as recognisa ble poetic form after bein g set. When 
John Danyel set sonnets written by his brother, Samuel, he broke 
the form and wrenched it, repeating whole sections to suit his 
convenience. And it was notable that few of the more successful 
songs in our evidence used that most popular of Elizabethan 
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line-units, the iambic pentameter. British composers of the 
last hundred years have tended to avoid sonnets. And the attempts 
that have been made to set them have not been notably successful. 
Britten's settings of Donne's Holy Sonnets dismember the . form 
of the verse. The most nearly successful sonnet setting in the 
English repertoire is probably Vaughan Williams's setting of 
D G Rossetti's "Silent Noon". I wonder how many listeners to 
that song have ever been aware that it is a sonnet. On the other 
hand, it is obvious that balla d form accommodates itself very 
naturally to song, and it is extraordinary how many apparently 
more comE'lex song lyrics are in fact disguised ballads. Campion's 
"Never weather-beaten sail" (supra, 159-160), for example, is 
set in what hymn-books describe as common metre. Part of the 
explanation is that most musical phrases simply last longer 
than syntactical phrases, and a stanza of a song occupies more 
time than the stanza would if read aloud. It follows that simplicity 
of syntax is an absolutely essential feature of a goo song 
lyric. The demands made on the listener's attention by the music 
simply do not permit puzzling over problematic syntax. Moreover, 
the coherence among the elements of what we might call musical 
syntax is dependent on balance, euphony an d contrast, impinging 
on the listener's consciousness through sound; the coherence 
of linguistic syntax, on the other hana, is abstract and cerebral. 
I believe these requirements of simplicity have not changed 
since Elizabethan times. One could argue that the translation 
into song of more complex poetry such as Donne's Holy Sonnets 
or Worasworth's "Immortality Ode" (which has been set by Gerald 
Finzi, among others) produces a different sort of vocal music, 
and that the conoition of the listener's assumea familiarity 
with the text might apply to these works as much as to settings 
of liturgy. The work then becomes a meoitation on a theme. But 
the sort of prior familiarity possessed by a hypothetical listener 
to such works differs considerably from familiarity with a liturgy 
which has been internalised by incantation in the first place. 
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Furthermore, the poem has a structure, I have argueo, which 
is part of its meaning; dismantle the structure and you dismantle 
the poem. What is it, then, that has been set for the vocal 
instrument? It is not Donne's or Wordsworth's poem. 
And so Iv e come to the qualities aemanaed by poetry of the music 
to which it is set. In the first place, a composer needs to 
be conscious of the mood of the poem ana to find for it an appro~­
riate musical mood. This requirement is, of course, not specific 
to poetic text, but the mood or moo d s of a poem are often more 
elusive than those of a prose text. Hartin Cooper (1974) has 
pointed out how often German composers setting Heine overlooke d 
or failed to find musical expression for his characteristic 
irony. In the song of Elizabethan an a Jacobean England, however, 
mismatches of mood are very rare; a measure, p erhaps, of that 
"intense concern \'lith wor a s" \'Ie have notea (supra, 11). Odoly 
enough, such mismatches were more common in church music than 
anywhere else: new texts were frequently given to existing lllusic, 
either because the original texts were doctrinally objectionable 
or because the new texts were deemea liturgically necessar y 
and music ha d to be found for them in a hurry. We noted some 
examples in the fourth chapter. And in the following two chapters 
we noted how changes of mood from stanza to stanza of the lyric 
create problems for the performers when the song was strophic. 
h ore specific than mood is the matter of the formal patterns 
within the poetry. 'l'he degree of respect for these formal patterns 
varies enormously, as we have seen, from composer to composer, 
and some compromise is invariably necessary between the musical 
oemands and the poetic form. Perhaps no composer has ever shown 
greater awareness of poetic for m than Thomas Cam p ion, and for 
obvious reasons. Some such awareness, however, is vital in good 
song-writing, an d its absence c a n mar a setting however fine 
the music in itself. Among the most important of all these formal 
patterns are rhythm and metre. No great writer of art song has 
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ever i snored these totally, but again the de g ree to which t he 
rhythms of the text are simulated by the more insistent musical 
rhy thms varies considera bly. The most common p roblem in this 
respect is perhaps the discrepancy in some poetry between rhythm 
ano metre. Husical rhythms, particularly after the Re naissance, 
tend to be far more regular than poetic rhythms. 
Without an accurate sense both of overall mood and of the f ormal 
t eatures of a poem the composer will be at a serious d isadvantage 
in his treatment of i magery . If the composer is inventive musically, 
he will face all sorts of temptations to over-decorate the text. 
Indeed , many a compose r ha s haa his mus ical imagination p rovoke d 
in the first place by a specific image in the text. Good judgement 
is despe rately important he re, f or an ill-chosen p iece of wor d-
painting can seriously i mpa ir the sense of the poem a nd therefore 
th e coherence of the song . Bven where the word illustrated is 
part of a central image as is the trumpet figure in Purcell's 
"Hark the echoing air", the balance of the lyr ic can be d istorted . 
Such figures are much better used to illustrate a prose text 
like "The trumpet shall sound" in The Messiah. The effects of 
distortion were apparent when we considered Handel' s illustration 
of Nilton's phrase "and the busy hum of men " (supra, 24 8-24 9). In 
En glish lute song, word - painting is relatively rare, but even 
Cam..,ion uses the d evice occasionally to f ore g roun d an i mp ortant 
\'lo r d or idea. In "When to her lute Corrina sings " (supra, 157-158) 
t he key wor ds "leaaen", "echo", s i ghs " and "s p rin g " all r e ceive 
mu s ical illustration, as d oes the image that unites the two 
stanzas in the ref rain, 
Even \'lith her sighs] 
Even from my heart] 
In "I care not for these ladies" 
the strings do break . 
(supr a, 150-151) the poet's 
p refe r ence fo r pa stor a l love - mak ing ov er courtly aalliance is 
f igur ed musically in the country dan ce i d iom of the tune. This 
sort of musical illustrat ion of a pe rvasive i mage i s , in fa ct, 
tar more common, and far more important than mere word-painting . One 
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of the most remarkaule of all such musical images is Schubert's 
famous spinning-wheel figure in "Gretchen am Spinnrade" (n.d., 
10-151. Here is an ima ge that Schube rt de riveo, not from the 
text of the lyric itself, but from the dramatic context of Goethe's 
poem: Gretchen is alone in her room at her spinning wheel. The 
wheel thus becomes a symbol of the relentlessness of time and 
fortune, literally and figuratively the background against which 
Gretchen sings her song. Enormous dimensions of Goethe's original 
meaning are thus effectively· realised, even on the concert platform. 
'rhe example throws up an historical point as well: such an accom-
paniment would not have been possible on as unobtrusive an instrument 
as the lute or the harpsichord. We see here how, in Schubert's 
hands, the accompaniment to art song becomes an equal partner 
with the voice. 
Having looked a great aeal at some very lovely vocal polyphony 
in Rena issance and Baroque music, we must come to the conclusion, 
however, that in order to honour its responsibilities to the 
formal patterns of poetry music needs to offer a homophonic 
vocal line. Polyphony can provide some very rich examples of 
word-painting and some very sub tle treatment of imager y . It 
can even, by offering alternative stress patterns, bring out 
subtleties of the rhyth m that a homophonic vocal line cannot 
express, as we saw in Wilbye's "Love me not for comely grace" 
(supra, 118-1191, for example. And polyphony can play with rhymes 
in a way that homophonic writing can not. But all of these effects 
it achieves at the cost of destroying essential poetic fo rm. If 
the poetry is to retain intelligibility as poetry, it must be 
left to a single vocal line. Having said this, I must concede 
that the English l'ladrigal School made remarkable use of a sort 
of mo est poetry which suited its pu rposes. "Love me not for 
comely grace" is a fine example, as is Morley's "April is in 
my mistress' face" (supra, 106-1071. Bu t when we get to Gibbons's 
setting of "What is our life?" (supra, 124-1261, we find that 
the music consumes Ralegh's poem. 
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It remains for us to note very briefly hOI" our argument is affected 
by developments since Handel's day in the language of music, 
and in the means of e xpressin g that language. Some of these 
dev elopments we have discussed already. In chapters seven and 
eight we saw the chan ges in English song marked very strongly 
in the development of a system of tonal harmony. By the Eighteenth 
Century t ha t system had stabilised, and it went on to be come, 
in the work of Haydn, Mozart and Be ethoven, a means of very 
s ubtle shaaing of musical meaning. Because of the stability 
o f the tonal system modulations became a much more powerful 
mea ns of fo re g roun d in g than they had been in l a te Renaissance 
music. A grammar of modulation d ev e loped by which changes from 
major to minor, or f rom tonic to dominant, could be iffe rentiated 
from the mo re dramatic changes to remote keys. Moreover, the 
sequence of chor d s by which an important mod ulation is effected 
is also a source of great subtlety of expression. We have seen 
Purcell experimenting with these resource s , pa rticularly in 
"The Blesse d Virgin's Expostulation" (supra, 210-214), and Handel 
usin g the m with greater confi den ce in The Messiah. Adequate 
a nalysis of such devices is a very technical matter, but the 
grammar of ex~ression is now so internalised by performer and 
listener alike that comprehension is readily achieved. In the 
Twentieth Century Berg an d SchBnberg an d Ba rtok extended the 
language with their experiments in different harmonic systems, 
o r, to use the metaphor we use d pr ev iously, d i ffere nt gramma r s , 
which still strike many listeners as foreign beyond comprehension. 
Ri gh t outside the pe riod covered by this study i s the deve lopment 
of the pianoforte. There was already an established repertoire 
for the p iano as well as a numbe r of songs written with pia no 
a ccompaniment before Schubert began to realise the potential 
of the in s trument as a full partner in t he art of song. It was 
a remarkable development whose implications are still lost on 
too many Lieder singers who treat th e ir accompanist as a provi de r 
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of background music. Almost for the first time in the history 
of solo song a single instrument was admitted to equal partnership 
with the voice. J S Bach sometimes use d special characteristics 
of a particular instrument to evoke an appropriate mood in his 
arias and duets. A horn partners the solo bass voice in "~uoniam 
tu solus sanctus" in the tlass in B minor. In the St John Passion 
there is a magnificent aria for alto, viola da gamba and continuo, 
"Es ist vollbracht!" And the Cantata no 140, Wachet Auf!, contains 
two vocal c;uets that are effectively trios: the first, "vlann 
kommst du?" for soprano, bass and violino piccolo, and the second, 
"Wein Freund ist mein" for soprano, bass and oboe, an instrument 
whose qualities of poignant intimacy Bach specially valued. But 
a significant feature of these examples, and the many others 
one could cite from Bach's work, is that it was specific qualities 
of emotive sound for which Bach brought them into partnership 
with the voices. As Schubert, and later Robert Schumann developed 
the role of the piano in Lieder, it was the versatility of the 
instrument which was so impressive. For one famous song Schubert 
use d the quality of a particular instrument in addition to the 
piano for particular effect: the clarinet in "Der Birt auf aem 
Felsen", which makes of the song a d uet with piano accompaniment. 
Later composers of Lieder continued to use the piano as their 
fundamental instrument of accompaniment, although there have 
been many experiments with other groups of instruments, often 
taking Lieder out of the realm of chamber music. Among others, 
Gustav Mahler and Richard Strauss have used full orchestra for 
such song cycles as Mahler's Lieder eines fahrenden Gesellen, 
Des Knaben Wunderhorn and KindertOtenlieder and Strauss's Vier 
letzte Lieder. Mahler, in fact, blurred the oistinction between 
Lieder and symphony by including arrangements of songs he had 
already set in Lieder eines fahrenden Gesellen ana Des Knaben 
Wunderhorn in his Second, Third and Fourth Symphonies. Then 
in 1908 he produced a symphony for tenor an d alto solos and 
orchestra, Das Lied von der Erde, which is a major part of the 
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orchestral repertoire and of the re~ertoire of ambitious tenors 
and contraltos. British composers have also experimented with 
accOID1"lniment. Vaughan Ivilliams' s First Symphony, the Sea Symphony, 
includes settings of passages from Wal t Wh itman's Leaves of 
Grass scored for soprano, baritone ana orchestra. Gerald Finzi, 
whose piano accompaniments are perhaps the finest and most inter-
esting by any British composer, scored a set of poems and passages 
of rich rhetorical prose by Thomas Traherne as a cantata for 
tenor and chamber orchestra, Dies Natalis. And p erhaps the most 
interesting of all is Peter Wa rlock's song cycle, The Curlew, 
consisting of poems by Yeats; it i s scored for tenor, flute, 
cor anglais and string quartet. 
Reference to various song cycles raises the ma tter of the major 
fo rmal innovation of the pe riod since the Eighteenth Century. It 
is natural enough for a composer of songs to write several songs 
at once on related themes, perhaps with text s by t he same poet, 
and for these to be performed and p ublished together. Students 
of the song cycle (see Peake , 1968) tr ace the i dea back to the 
Seventeenth Century, but it is significant that the music we 
have discusse d in previous chapters does not include any sequences 
of linke d songs. Art song remaine d essentially an art of the 
miniaturist until the Nineteenth Century expande its scope. In 
1816 Beethoven set six songs in carefully considered sequence 
and in carefully relatea keys , and r e call in s t hema tic material 
f rom the f irst in the last; An die ferne Geliebte was written 
as a coherent sequence, not as a loose grouping of songs, and 
this coherence makes it a song cycle. The song cycle gives the 
composer t he o pport unity to break out of the miniature mould 
that a single lyri c poem i mposes. The contrasts of mood and 
emphasis in t he exploration of a unified theme are a maj or challange 
to any composer, an d , we might add , to the performers and the 
audience. But the result can be a profounaly satisfying aesthetic 
experience, for it p er mits features of meaning in both text 
and mus ic to accumulate, and to reinfo rce one another through 
273 
parallels and contrasts. But Beethoven lef t this genre to others 
to dev elop. It is to Schubert's devotion to the poetry of Friedrich 
M~ller tha t we owe h i s g reat s on g cycles, Die SchOne Mftllerin 
a n d Winterreise. Be rlioz followed him with Nuits d'Ete, set 
to poems by Th&ophile Ga utier, an d Sch umann with Dichterliebe, 
to poems by Heinrich Heine, and Frauenliebe und Leben, to poems 
by Ad albert von Chamis so . These early song cycles are among 
the finest ever written. 
Something of the indepen dence of English poetry from all the 
fe rment in ea rl y Romantic music i s appa re nt i n Keats ' s observation 
("Ode on a Grecian urn", 1977, 344) that 
Heard mel od ies are sweet, but those unhea r d 
Are sw eeter ••• 
Eve n without its context, the point is fairly clear: for Keats, 
as fo r his Engli s h contemporaries, musi c was mainly metaphor. 'l'he 
s on g with which Keats's d read muse, "La Belle Dame sans Merci", 
enchants him is "A faery's song" (1977, 334-335). Wor dsworth, 
who was born in the same year as Beethoven, heard a "still sad 
musi c of human ity" ("Tintern Abbey" , Bloom & Trilling, 1973, 
146-150) in rural solitude. In the earliest mani fe sto of the 
aims of t he Eng lis h Romantic Bovement Wora swort h fo cu ssed on 
the issue of poetic diction a s the basis of his break with Eighteenth 
Century poe tr y , and the Lyrical Ballads he intro d ucea on that 
occa sion claimed de rivation not f rom the expressive pow er of 
song , but from "the real language of men" (Ibid., 609 ). 'i'here 
we re no British musicians to set such ballads, or the Songs 
of Innocence and of Experience, ana lyric poet r y in English 
pursue d a course indepe ndent of music until the end of the century. 
Su ch indepe ndence is not overcome simply by a mu s ic al reviv a l 
in which composers arrive who are willing to s e t poems to mus ic; 
t he poems must also be there to set . 'l'he p roviso seems absurd 
a t first sight, for what F T Palgrave called the "Golde n Treasury" 
of English l y ric poe try was sure l y waitin g to be ransacked . Bu t 
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it is a significant fact that great song writers rarely make 
successful song settings of poems other than those by their 
contemporaries or near-contemporaries. It seems to be something 
in the Zeitgeist that inspires composers to make song out of 
the poetry of their own time. The neglect by madrigalists and 
lute song writers of Skelton and Wyatt is quite remarkable, 
as is the failure of Purcell to use the lyrics of the previous 
century in preference to those of his own time. When British 
music began to revive from its long sleep after Purcell's oeath, 
it took time for British composers to find good poems and then 
to devise good settings for them. Sullivan's collaboration in 
the theatre with a brilliant librettist did not prevent his 
using appalling texts for the songs he considered a more serious 
use of his talents. Parry set Blake's great poem "And did those 
feet in ancient time" (Blake, 1977, 514) to a tune that caught 
something of Blake'S moral fervour, and yet that parallels "dark 
satanic mills" with "green and pleasant land" without even a 
harmonic distinction between the strophes. Stanford ransacked 
the gol den treasury for lyrics, an d di d write a fine setting 
for "La Belle Dame sans tfJerci" (Stanford, n.d.), but he was 
capable of choosing some really bad poetry by Sir Henry Newbolt 
for two ambitious song cycles. 
Vaughan Williams showed more discrimination. It is no coincidence 
that one of the major figures of the British musical revival 
was also involved with Cecil Sharp as a collector of folk song 
- a valuable apprenticeship, surely. He used poetry from the 
Sixteenth and Seventeenth Centuries with great skill throughout 
his long career, but he also made extensive use of the work 
of his contemporaries. One of his earliest songs was "Linden 
Lea", a charming setting of a lyric by the Dorset poet William 
Barnes. With more ambition, in 1903 he set six sonnets of Dante 
Ga briel Rossetti in a cycle entitled The House of Life. There 
followed the cycles Songs of Travel and On Wenlock Edge, with 
lyrics by R L Stevenson and A E Housman respectively, and the 
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First Symphony in 1910 with settings of Walt \.,hitman poems for 
soprano and baritone. Though all of these poets were older than 
Vaughan Williams, all ied during his lifetime. Songs of Travel 
(1960), which dates originally from 1905, though it has a fine 
epilogue written years later and not publishe d until 196U, is 
perhaps the first English song cycle of real distinction. The 
poetry is undistinguished on the page, but the setting finds 
in it a resonance reaching back through European Romanticism 
to explore an old pastoral traaition. 'rhough the music a ff irms 
this tradition, it treats it with nostalgia, as something passing, 
a pOint made more explicit by the epilogue "I have trod the 
upward and the downward slope", which begins by recalling the 
va gabond motif of the first song, though in a much more sombre 
context, and ends by quoting a snatch of the penultimate song, 
"Bright is the ring of wor~s". 
The renewal of interest in folk song was a direct consequence 
of the Romantic Revolution, for with the pass in g of the Ag e 
of Reason and increasing consciousness again of the power of 
Dionysus, the snobbery that rejected the "primitive" was revieweu. In 
the course of time more poets began to take an interest in folk 
lit e rature. Thomas Hardy was steepeo from chil dh oo d in folk 
song and folklore; W B Yeats came to folk literature as an adult, 
seeking in it the roots of his cultural identity. Not surprisingly 
they both produced lyrics that have inspired fine songs, though 
Yeats, as we have observed (supra, 16), was extremely touchy 
about having his poems set. He was also notoriously unmusical, 
as Hardy most certainly was not. It \~as f rom Yeats's .Iork, however, 
that the te xt for perhaps the finest of all song cycles in English 
was chosen: Peter tlarlock's The Curlew Warlock, 1922). I', arlock 
was a musicologist of some distinction who worked on Elizabethan 
song, and who found lyrics for his own songs in the Elizabethan 
song books. An interest in folk song led him to make some fine 
arrangements. Most of his songs are light and well-crafted: 
some boisterous, like "Captain Stratton's Fancy", to a poem 
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by John Masef iel d , some whimsical or tender , like "As ever I 
saw ", to an anonymous Fifteenth Century lyric. But The Curlew 
i s profo un d ly serious, using fou r early Yeats poems on that 
central Yeatsian theme, the sorrow of love. One of Yea ts's most 
telli ng images of this sorrow is the curlew's mou rn fu l cry, 
which Wa rlock represents on the cor anglais, using the figure 
throu gho ut the work as a Leitmotiv. The songs are alternated 
with quite long movements for the instrumental ensemble, while 
the accompaniment to the vo ice part is very sparing in contrast; 
the tenor is frequently accompanied by one ins trument only, 
sometimes none at all, leaving the carefully dec l a i med vocal 
line uncluttered and completely intelligible. This is very necessary 
in the la s t song , "He hears th e cry of the sedge ", fo r Yeats 
he re employs s ome extraor d inary symbols which the clarity of 
declamat ion leaves to p uzzle ano fasc inate the li s tener on their 
o~n terms (Yeats, 1983, 671: 
I wander by the edge 
Of this desolate lake 
Where wind cries in the sedge: 
Until the axle break 
That keeps the stars in their round, 
And hands hurl in the deep 
The banners of East and West, 
And the girdle of light is unboun d , 
Your breast will not lie by the breast 
Of your beloved in sleep. 
Impressive as is The Curlew, I believe the finest British song 
writer since Pu rcell i s Ge r a l d Finzi. By fa r the g r ea t e r pa rt 
of his total output of music is vocal, most of that fo r s olo 
voice. He was a man who reaa wiaely in Eng lis h poet r y all h is 
life, and his settings include poems by Shakespeare, Crashaw, 
'l'raherne, the Ei ghteenth Century American, Eowa r d Taylor , Wo r dsworth 
a n d Robe rt Bridges; but he returned over and over again to the 
wor k of h i s older contemporary, Thomas Ha r dy . His use of t ex t 
in gene ral, and of Ha r dy in particular, demands a f ull-length 
s tu dy i n it se l f. S tephen Banf iel d 1l!!7 9 and 1 9 !141 d i scusses 
h is work extensively and well, though Banfield's focus is not 
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~rimari ly the relation sh ip of text to music. There is also a 
[,lajor study of Finzi's work promised by Diana NcVeagh. For our 
p ur poses , it is sufficient to acknowledge that th e Twentieth 
Century has produced at least one British song writer whose 
mus ical sk ill an d whose sensitivity to fine poe try enable us 
to compare him to Dowland and Campion without embarrassment. 
The changes of for m and of textur e and of harmonic s tructure 
between Byrd and Handel, between Handel and Elgar, and between 
Elga r and latyas Seiber h a ve change t he co n text in which the 
p roblems of relationship between text and mus ic require to be 
workea out. And the lang uage of En glish lit e r a tur e has changed 
in those times too. As a result, poetry and music have lost 
one another f rom time to time , and have haa to tind one a not h er 
again, like any lovers. The dynamic growth of a tradition depends 
not only upon composers such as Vaughan Williams, la rloc k , Finzi 
and Benjamin Britten, but also upon poets capable of producing 
the sort o f v e rse l'ihich will both inspire ana accommo date musical 
setting. The relationshi p between music and poetry in song is 
quite plai nly natural, but i n a comp lex and i mp erfect world 
it is far from simple. If it were simpler, the effort of rediscovery 
would be smaller, a nd the joy of r eDiscovery les s i nte nse. Tha t 
periodic rediscovery is a "necessary conjunction" (vide supra, 
75); necessary for the health of music and of literature and 
of society, and for the preservation and the re-creation of 
what Worasworth in The Prelude (ori g inal version, I, 45; 1972, 
36) called 
The holy life of music and of verse. 
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